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SN&S5 &&0 
<J «r 


Aolds «^o»’d§ aotsooooa s»e^|Sar»3j i ap-dods "Sou'S wSp- 

do-DS JAdfeS" a<£S aos^os s»e$£SP© ^‘3s5‘ SPSS’ tpS" 

PSaP^T n»OS dS^JPCPco SS^uo S' SsodtJ S^S^o. 

iSdfcoS, iXodSPdfT* SS^odS £o$S£o *»od0 SjS. JPSs ASSOoddS- 
Oo£T* SoSa»o 3ds. wd3P (Ko^S^oodSdl sr» g^tfedoo; wo&ifi"* S»»$on» 

^ cr»;$po s*e>da se^, cpsS". dS.d. £ fi n»<r»5‘. s..©t5\, c'*5\ dPSPtJ 

5V»3y & ©iT., e®!l5^ Jj.dtoS.wS’. wd^S'iT n»tS©5a ^»<5S^5r»ej»ee. 

Ss^Ss^ dSjd'Sa 'SsSr'Oo LOdSboU^ - £*d SoAd 0»«Sjd 

|Koip»oS5 *S$*<S©d d^<±bo ^SOod dodoS: s»3 'ajaPBb S*d SCe^ »!P- 
eia^S, ‘SoAd dPCPSaef (SdSood '$spSD»d§ SoeododS ^5H>Ss SoiS 
wgr.a.dfcS. 2ooi30o, S.OtST., (dSaJb 6dS", sjd^UP^iS' «5 SSjd S<£5, 

TiaapS’) TP© 3 sp iPCSoS SooXiPa'SiPee. $£5»©Sa ddeO^oSS dSo 

«*Hd'»d3Pd^ SPCP 3©dS?3^S SPS^SaSPdd&ooa, SoaPiSb SCe^ »S»d!to 
dP^SPSseo wooad S>SS t Ssa r *S»0»^dS3 SiJ^iPC'dSjO TPOi d® s^de- 

CPoeeoeo. 


‘Sold S c^no’ (XoSPd^ pA'SSj© Sod >«o5* addpS SCAodS 

OtfcSooOObSO SoS »dS»©b©Sa, ^ "SoSt^^ SaP^tSdfco, d&Sd, 

Sp^uS", d.I.d.^dfcS. Sdn»oI, Tiff TO^sS - ^ d. d*<p>do n*o§ d* 

^OSoS g\ded©5. 

O *_ V w* 


iP^SoXoff 8 (Ko?p®S£r s gd»d3 SS»S0odS Sa(0®ao SaP^tSF »5»dSte J3 ^8, 
XSB^TlootS’ LOdSbotS" SPSa^Jb^Sj «»dS®S5©S» Soaps’) LOdSaootf* 

«jd^oP^tS* »d3*Sb©Sj S^dt^doa. 


dCjoSa ddsdco'SS 3»«Pd^ Sdjod aS»gCodS Sa( 0 ®ao dg$da»£©cBao SoAd 
d«pn»d3 3odS £j*"sa5\ SPSS’ Sadn»oS, ^SaS 8 ©} sad, 3>a- 

3»co sjdj, a«odo*<j aa»sooda aoAd© SdS" cpsST aS - . a*Sad®do tt»© 5 a* 
g^dedea. 
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TRANSLITERATION 

For TELUQU 


* -a; « - - I; ■* - i; *- u; *• - u; o» - g a - a; & 

e; o - ai; c- - o; L - 6; I? - au; «*> - m;c-v; «* - n 
g - k; 9 - kh; x - g; 5s - gh; e- ru 

3 - c; 3 - ch; e - j; 8v - jh; » - ft 

o - t; e - th; & - <J; 5 - <Jh; » - Q 

o - t; fc - th; es - d; <5 - dh; 5 -n 

a - p; 5 - ph; o - b; d - bh; Ss - m 

dfc - y; e - r; m - r; ^© - I; * - jj 5 - v 

s - a. - §; a - s; a* - h; & - Ks 


For Sanskrit 

ar -a ; 3W - - & w - i; i - -T: U: T5 - - 0; H - r; ^ - 5; ^ - »i 

3il - 5; 3ft - au; 3i - rh; *: -») 

w - k; - kh; *T - g; ^ - gh; * - n 

- C; - ch; ^ - j; IT - jh; *1 - - ft 
Z - fc 3 - th; ¥ - d; - <Jh; ’"T - Q 
*1 - t; * - th; * - d; U - dh; ’T -n 
xt - p ; tp - ph ; ar - b; M - bh; - m 
*-y;T-r;3t-l;*-V 
TT - s" ; * - . §; * - S; * - h; « K§ 
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77°©€J°Ot3 JS^OCS^OD SJ)“|gO40^ 3>000. 4 40J~®g3oS" 

(Tuning Fork) e^socl c*S Sag*?* §*4-3 ^J^Ao-O^SS^tSo epfi> 

83^o£>o34J 15 3§ Ibtf5ex>lb43 7P©£* «po©e7 B o43a 5Sy£4o4oo ^c33d 7T» &>3&a #$3 

aaa&^os. #$a sg)04j*35, ^aspclonStcpai z,% &p#£&>o s*sp©. 

0©tf$3 - &>S 0<DO$2> 

&,s o^aa a^sjeso o»a aco^ ibso&o<5* 10a *f°ko s*oo (i/ioofa 
second) 6 o4joo&& 33^&>. s*5 e$oo #j33 S50 t oSD # OaS^ («6&C>^33 «§)43o%y° 
oo"to ©a & C^asj)"to -S^ooSood S&3o 110 «5>£k>?bo &r°So€r* 6 ocp©. 
epo^s 10 ^. s* ePoS°&2J) (Wave-length) 2)o# 60(5* CP3§ I^SSr®^^^ 

ad&Peao e* S^ePaS (surface) &OCP©. &£5 (3&$5^3 (reverberation) U>g 

3®o:£^, Sco7b8bo£>. C>^3 Ff^&e) &3d*$e:o Jb& 3CP'3£53o SoCoo 

ao e&$So ep2£)£bo£>. epePT? §i3le> foocpao #$£3 3<b2§)o fooGPib 

&>o& $r>?v>3^ §*£^&r> S^aboa. -£« eP$3^o: $©3 acpjtf ep3§ 

. 3co&43 #$3 «*A3 «*CP$& 3or°CP §*o& 
(sound energy) 3®en K^tteTja «§)3, a^SsPd 32§>o 3 2§)3 6O4J0O&. ^a 

S^Ccaorp 3^o&3i§)£Pci <5^33 13©§ 3&>cbo£). &>3§ 3©&o7P*i5 &£5 (3&$$^3 
Sex>?b«3ooa. 3j& 0&£>^3 aj^lfo. 

ar*$£aPao 


e-S S^3:&o (balance) £)d^&>aboa 


<3$3 0d&P>do34J*3§ s-g 3X*<3^a:o S*SP© ©a 33^3co. 7V 5 © ^3 

‘SP&^ao* (Vacuum)^ $$3 33e:&&>. 7V>©3 &&15&3 2*3 ^Ip^T 6 ao3o e*S 
3$a 3"^ epa aa§£§ cn>ao. a$a ^©^tS 3043 oP43<£r^5 s*s spdbo 
\&Z ScPCP^ao, SSo5 ^ 3:3 3 CPCp€£3o 0d5Pd&>o6. tf$3 
3d|<>$:©^ £043 3P&>3boa. &CP3*to§ && 7V>©£* $53 asb^a 
0d5J^eScbo&. 

&>aic 33 - $$3 ■2cr*ep&> 

&>&t\ 33 lb&b&> 303cotfex> 38,000 ^o&a^eo Se> 33?te&3 

epo4J°&>. 3oA*$o£^3 a^Pe&i "3S3o&: 30lb:d5ex> 4,000 3^od5<Pex> tto 

tfj*be» «5A 6o4J®c3ba 

3P3XPO: ^>b, 3oft#tf^3xx> 'Sib. 3P»3^Re» ^3oex> 3a§ 

SS*tfo7P 6o4Pooo. 3oAe$ $^3oo: a34J°a§ Sfccofi® 6o4Pcoo. StS "aj^SPdb 



ibs&55 303«cseo 4,000 s^oOj3»o& Aoosoaa 3 S^sp &a '$?'&£ 

S«t3 5 po (?v>(«So) aa.<&>oS* ^>ep ^o£5"l aa>o&. 

*, Soft* «5»t» s-SCPaS 4 *.*3(1) 1*0 (pitch) (2) 9»S» (intensity) 
(3) fono (timber) ©3 «»«•*£ $a&ot^>o^. a^o&o^ »)0<SSPO 

a835Csy»3)85t3 ‘(SiO’ SSJ^&&oa. £>33 (intensity) ©3£> $$303 aSo^) 
- o£5 3 as NO ( amplitude of vibration) &C5 «C««S4 6ot»oS. tM bn 

itoSMfa a^ayp *.S »ioi» aa^o §©ft t*s a*3>a 3$e^, 

«t3A» Sbt3ss8)& a^s a^oaa aa^osoA sas’s ae^a a^Jto&a 

Sjos x»a>Tto s?a «s», ^ Sc3 *S a » 5P"J!£ a ^ 

«50oa !«» !S^cS e&oo. (*0 a>a<3©> aartfoTP A3^ 5>3«5, an, 

3^ es^ej ?b6^o. -* Jtoo SysttS ago (mode of vibratmg) 

•jjS, m $j3 ^>o& 3>tTa$c&o ar» S^© (upper partial tones) 

(Resonance) 

6,8 Seen»aj (tuningfork) ^AoO ^2 32^* 5*%-* w 32^. 

©n^eo s^o* a^aao goaa*©# 6 aar-a^a soaspo«*-a^oaoi *.©&§ 
s^^esa. -&« uoaoes^ a^otf^peu 7 p©£* ©&> a^o«s epooa? g©rt>oa>. ap 
ac5«o Z\o&z°<o&> ue>acb^cn>. •&> 5»0oo 3& a^Sfio $$a S'oif ar>Go 
seso «t3n» aawSo&oa. aj>t>cpa§ a^o^^a a^oa^en, 3^.* 

z . q & a© g©Aa woaoa^) a^ocsspes ©3 3 o&ot 3 ae^aao aar^ao ©oxa 

©)°aoao^ SyjtfSJ*©. iKKSsttSo ‘SP£.a a^otfSPai’ (resonant vibrations) 
©$&^ca>. 3)3 aofooS 4 ‘SPtto’ «3eB»5 t o&. sate>god»«» (sympathetic 
vibrations) &P& JJ»aS> a^otSSPo^ 2©;>o*>. (*.2 SbtSaayik «S» 

issoTP© a© ps^a 60^ ao3 s^cp a^oaasoa. s»a3g^©& ^aoJT 

^So^as 5*^ r Soe s ofc3a 6o£d£>. ajePK £$ao<3& a^tfo(tSo7P 

a^oftoatoo asft&goajSo). a^o©<^& sra'b&i (resonance box) 6o&. 

t ^o<25CPoo , “ 

aoteo^ s^&ago a^oasp© dsaocsspea 6;py>». a.2 a^eo ‘^o’ 

(pitch) ©^ ^ CP a a^ocs^e acj^a^a^ts ao^do^ ao<x» 

aotoo^ «t a^oa^en s»2, a^oasp© a»»p7P 

(«ipoae^o3. «» (&0b© aj^ 60 ^ &P©-3 ‘©odCPea’ (intervals) ©ot^&>. 
-gocso ■^'ScCo essaja^pen a© aoAd a^cpoai &/3>o s©Soaaayi&>, cpti 
«sca aeoTP© aa^eo *s» *s> wsjs ©a e-saye* a.gcpaa*gt3 ^©aeaoo 
sJgayca 2-g o'-aa'stS ©aftoaoo o&>k>&>o&. a.scpas'stJ ©gftoaaayfcs 
ejja «c 3 o 7 v© asa^o»sso a© ‘&p«e»’ (beats) aa©&3. a^^adSso®* 

Jtoa £>?& 3oaa L^as £-t>e s^^aay^ ‘a^o’ a»oaaa>oa. 

^ sgs^ ajr'sa, jp©a, saaa b^© Sacs f'aavftooaayi^ ‘ar°o©’ "Sao 



-DS^ajStoo 5 s -&>tko&. 06 * L'gai 3©}3ay»P ar»*e "SKo 33S 3(0^77' 

6a^tJ0 ©a&apofc. l$Kon»ao ^apepgon»3p £)8y£ ‘5J»«e»’ (§*«* ^ 
i&tSo-aatop ©s&apo&. -s* ‘sr»a©<’ (*®a£« ligapsp 33 ©3 aspapaa^ 
o»i3a acpjjaiS aapo&. 

ib'^tf^SoAtfo - <r*6bdSj SoAiSe 

aoAao a^e ao|S£3»c& ag©§ 3oaoa ©aaapy qdJFs* a^cp© 
£®ap©>£3§ l&»o»a^o ©3a a^o. &o*5j aoA«s a^cp©p ■©oap acpe»: (1) 
(Concords), (2) (discords). 1-3-5 a^CPeap g©S> iPcopoOiS 

S;3 VC ®2§>«3oa. S>t3S Kapg £>sa 3»STap &r»c° goS> (1-3-5-7) sp oxoa^ 
^^2ro w^o^fcoa. 3a a^©o d^aa^oo ©cop 3 ©ay&> © atpa^ 

©oiJtSa S*ap5" S® 6 [ &»*> & ■&>o5" (common chord of C major) ©ofcPOp; e# 

3a a^Qo s*aoe>a^so ©cop 3 s^a^ ^ ©»§> & "3pa§" (common chord of C 
minor) ©o*J®Cb. ©3 2>$So77> 7a a^Oo i*ajoa^ 6 o ©cop«5 S»^ 

«5 a C D Jb"i3otS'' "Ss"3^ (Chord of the dominant seventh) ©oiP©p. aftp^ag^T 
^PofiT (Harmonical major scale), a^CP^SS^ “SoaS" (Harmonical 

minor scale), ’cipePiig^" 3pa5" llodical minor scale) ©"3 apP&p 

"Sp^Sp fe» ag«< 5 * Aa^cop. ajS g!Pog aoA<3o£*3 §>©<fogu’>S©no, IojpcS, 

7t 6 aps*a»e ©3 3p«g©©ap a 6 © Aotpd^a ©otp&>. 


$pe&d& aoA«o ‘cpk ao(an°c5S5 aga’s 3o&o£>. spko, a^ao, o°$o 
3© aoAao ©copoaa ^g aej-aao 3^oa (cpk« a^©*} «pe>^ (®aa^o 
Aa &o 3£«5). a^o €Psp©p 63ja^t34 aga£* cpn»a"l (£*a»sp£o. cpko 

wo"!) a^cpoa? ©a^sm [gapo£* Aapg cfcogorp >aoo 

«*a aa^a-apj. s3jp© o«pa§ apgpo s©1ot» a^cpeap goioa 3cap£tp3o 
haogo. -&• agaS haps®3 ^oo ©s> t33^©p. 


$p©5dsp aoAao 3cp© apo& s^tSoaa mp^aoS^a 6 D°e$, ©apD°«s , 
a^6«r>©(5* 'appas £r°ap3a s»©o;pt3S (1) gjgj [2) 0$sa> (3) &jbas> (4) 
&)6<3Sp(5) ©<■&>© (6) &>o[&(7) ©aa^c^ ©3 a^cp©p ©as*a»es (gapo£* 
iip6_oatp&aafti 33^©p. -&*spt3 aj-ii-o-a-s-a-^ ©<5 a^cp©a* aoa 

a>cop. a^a»e» ©6^3'tt ^apo^* ^)tt«pdsp& «^ (gapoS*^ ago^aA) 

gapfT’a^ayap a^tp©ap a-©-«-ap-a-a-a ©t 3 ^gaoo^* Srcp^tpo ^datpo 

esSAo©. ‘a’ ©^3 a.ga^eoS* ©©oj©apc3p^ a^aaappcpdsr'a^ i a.g jn»apo’ 

©otjvsp. >ap^ao ^pt34 &o& aoa^ap a^5o<5* ^©o©oa ©as^spcj 

^apo£* aS;3 ap-K-©-a-a-a-a ©^a ‘apa^ap (n»apo’ ©a©apap^cop. 
«n>©&asp aoAaoS* 22 («pa >;pop ?t>e oaoS3. a-©-«-ap-a-a-a ©3 

«sa a^cpe» -s^ (&ap^ a>"|pa, spt3 ©oaa»«», « a^cp© a^oaa 

aoap^ (frequency per second) apP&p ^cop^ap 3eP AotPiSP ^§oa -CSpa© 



ribdbeo 

4 
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13 

17 

20 

22 

Sjcpos 

©otfcpos 

a 

4 

e 

3 

ft 

2 

as 

4 

a 

4 

a 

3 

a 

2 

o»e>cas 

480 

512 

600 

640 

720 

768 

900 

asa^o» 

& 0 l£S&£°Qd 

240 

256 

300 

320 

360 

384 

450 

120 

128 

150 

160 

180 

192 

225 


S*t3iS»0 (n'jtfo) J5ao(£5^o» 160 iK5CSsaao ’SssaesSPa O°0 

720 a^oasp© aeasaao a>a$ as3«©as. ©asaso^ ( aso(a>cos 
Sots «©a»e (o»C^oasgola ^ ^ 03i ) ^5S»e» SoAd sr»a»^© 

JtoOlS aoSoatPSS d»45^on» AoiPoas. s?>a°gp^ &>©(a a.eg 

»5 3c>aa 120 aysasp© aeasaao ©©tpea.cgas 3oaa 1800 aysa;p© 
iJOasaao a>a$ spaaifcy. J>e»as ©asasoja aoaar*aS 3oaa 90 a^oa 
3»© dBCSsaao «0 0»52».tgS5 \5oaa 1800 a^oa;p© iieasaao ©'•SspD 
aoO^ jpaaasj. "Aos^as aso^aa.cpa§ 3oaa 120 a^oasp© ae-asaao 
o»eao-aax*aS 3oaa 720 a^oa;p© tfeasaao ©"3 spaasa^ spaaasy 

^ o 

TP^arwpaS ©asftsoon® jpa^s^o^ocSj a6-v5asS*atoo si's &*&> 

ttiaboa. -»« |%>o «3a aoaas(*s© ©ft, asa$as (Ss© «& "Soas es»©s. 
S)i5ff* ■assatSaa aoaas(«s© ^cpeoon 4 ^esa?©&>, i*r*a ^p&eoft© a^&oss 
a/\ aoosoa. "^oaaa a asa$as^© >p»eoo/t» ^©&>, aap gosajpoft© 
sr»oS an ©otasoa. 

t,s ©oosefi* o®a^ Sto"t) jp£ 3 after? 6oiS sjai ao3 t.st3, ©os ao^a 

ASo^. ao3©s asx®& 3 - g©& ISssiJo JPosfts iSo<3e» 6otsS. aso (£53.^35 ( 

120) *«<& ©o©as, asa$ a.cga2 (240) acpj© 'So&s ©o3©as, aso^aoa 
ar*al (180) ar»o»a ©a^ aae ©Ss^. ©oaas ^© 3^- ©« ;p©s ©o3© 
aoer*ar*a^ ,‘ao-aas (<&©’ ©otpas. ;$-3-3-§ ©5 (spcsssa-asj. (a, a© 

£oa aottssj) aso(a>cosa apoasoa. £> ftssp 3aa &a^o» a$cp©s. 

n>a css^. T$d3 o»e^oasS ar*aa. T&a ■3o&sasS| r ©s ©ao»e>cos§, ^oa 

^oa» ajg^os ©asaso(3^cos§ ftsOses). bstsiPaS ar»eon» ©o3 iPosfi* 

6Sj^. ao3as aoo(aasa^aj» (160) as j&© asfttpjptsa assasatS 

a-a-a©s7P ©oa<§ ©ayas ‘asanas ^©’ ©j^asoa. ($-a-a-as). 

a^adSsoS* aso^a^cos^a ls a^pj^ a.gon» iaas&a o»a§ wS^a* 
oo^a aoaapsj, a®a^£pus o»aS asa^oos a.cga^ &3s5sa^ocos3 ©a 
aoaas^s© ©i&asoa. ©ois t-goa, oaasaa, aaasr»aa (1-8-13) fs'Soas 
spcosoatxs aoaasjSsa. 3 t 6 *^adSso Jaa t,goa, ©ea, aaasx«aa !s"§©as 
6."Sd«e (1-6-13) spcosoaoo asa^asjSs© ©^>asoa. 

iv 


ajSbe*- ©Cbjes 


«»5 063^ ©& 1,2,3,4,5,6 3»a3a vogpwtp <^o&;bofi. 

©©CX ^oao3 «3'n , S5 «3*«S (Xo$ (anti- node) ©S a^oaa O^oSKo 
^SPS3 <M3?a*tt 00 $ (node) ©S ~&&i. So3a> £bt3aay&> Kt3n® OSulS 
a^jSS ©Q»C«£.&o (the fundamental) ©otJ^Cb. ©Oo £$CP ^«3 2^5} a^o£5a©o 
S*«3). a^dboar® iSj^jen (over tones, upper partial tones) ©aati ©a>C 
oa’iJ^g {JjeSjw (Harmonic series of sounds). jibd ©i$£> a^o&oiS iJo3 

$r»Xo Sra^aDwtS & 0000 & snatS -»« ©a^eoa^g a^axn 1:2:3:4:5:6 

a£o« aa^ifotfj 6oiJ»co}. wc^O^go S^oaa*© iJCCbaao 100 ©co>3 

e£a S^oaj^a^Sbe iK5-Cb aapco 200, 300, 400, 500, 600 a7lfpn» 
&04J»C05. Sja a^af 5)65 «au£ 100, 100x2, 100x3, 100x4, 100x5, 
100x6 (gJ5J»a5 3o&)0*a». S»7T» aoAi* »ja»e» ©ajSoJPi^g ajSbexS* 
Sr>dS a^Sben. £r*aan»(«o, 3o3«n vts°Z> &• ©astSns^g 

{$jSb€^ aJbjcgea 3©)5£odb. 


aat<&T'QogZo ar»aa goSo£®a a^CSiSg (larynx)ai ‘aS So’ ©a^&. 
ajXsr>65^03o«fce» Soaj'tb 18a».fb. >&%>, ^oS^5«o^eo SoiSrKb 12 
ao.Jb. a»aj$ 6ocpa3). sbxsp© gosa^a a^aacoxo soaj'tb 8*-l2* 

tba^ 6o*jjoaa, ©tbsp© gosa^a a^aaeoxo so&ptb ‘2-4* 

iotojoaa 32ps»s*o&. x:baoaae5>a ©o«o Sax>to aiaja?^© goso^a 
a^O'itSg (larynx) »ib0o;3»d^g a^a^atiS a^dboar* a^Jbco do£ a^Jb©^ 

se»Si4boa ©S, ©a n»(« aoAtr»a§ ^a3^go77> ©a>sr , e'a3a ©o*o ©a. 


t-g a^ e,©,©" ©a ovx»e*aa sroacpKoj^ajp 55 >asyas © a^as^a 
w-cbjeo a»sp^os»a a*eoe» s»^>. ar«aa «r>a.€£a «a^e» «a)go;r»t$} i s»Ba 
ao(«« a^asoa ss^ajptb ^Cm* a j 8tfoabo a^oasr^ ©■cbpiS 

a*a^on«i3a>a^a. 5®{b ^CS~t>LiS ( resonance chamber)eJ”X aa xSSio&. 
s»n» aoA®»a§ ©cbj3 a»ss^aaa 0ipoaa©S> &otx>oe>. «r»e&jb sohaos* 
h& a^asoas ‘a$o-»©:’ ©a^owiS aoa^ao, 3a>?b, ga^a «pa.€£ ©ay 
©ib ‘ajaW ©otptb. St3a ‘^oJboew’ ©aoo §r»c» 6oa. aa^o^a*on» 
aoftiSoSf® ©-cbjeo 

aoAtrOS'3 «r»a. - 3asib 


aoAao^ sroacpxo &dbij»a"i ©-cb^©) s»a©5 a"5 t-g a»o t?a§ 
©eaa g©^oatj»a§ ^og^a aa»© 3 *& a,g caa s»sp>©. aoAaoe 4 ajcp© 
&p>cb^& ‘o 0 ^^’ ©a 1 Sm 3 3 >gg"a)a ao°©<5* gr»o^a aaeaago ‘aroab^’ 

©a~5tb. a,g 0*5 8\& (moodJS^a SPa^a^ (emotion) sn&2 ©o'ZS 

oto37?>aj ®eaj^otj5n»aj aj^aj aoja»a2 3^a « a^t^a i av5j»a^o’ 
©a<a3 aa eaa. -a* (aarvesao^ao aofar>a§ &,g ^a. s»sp©. ais» 
6r*ca 'sSgo©^ aaa aajSj'aja^a 3ao?b. 3a^?b g^)©) ^^spaiSi g^a^^a 



CPcJSjo) ‘‘Z&CPa.ooJfc aasfaEa^’ »3®^«3. Soa^ag^ $0ji>3O&>&> *SP& 
&r»S}Oc aetS^c.... apoSSPJP^op Sp^O'S’ woor® #3«»K30'S> Baste 
SSJHjco «oj$$ asa© Soo5»CSSl> 5 33So«§)n® Ao&iPS^ T&s^SajS* 

a^a,. (Poi&iSj ‘o»!^o«jok aa^B <*>»3b o*»$° {53*e£a.’ «o*^r® 
©aste V»a.S3o3 eaa^as ad^o#. b&itoo*- 

apoja «pi®a, (^ ,, «7 , so aO[*S5* 

api dsp» , l».‘?®$r»,;7®e^a£aaa* a»&>’ 

wour* Utete a^tisn* J^utoo, Baste «r*a. ar*u»8oo, SaapoS® 

teOsasd .£>&& ~{3<PS5 $ug £>ao (&aP0e$*gp^3*»S 

^a^a»)^ aa^as ads^uo, asse^a *®»£* ^©5* aaas^ 

6ot>s®3 ©Co3a s®«3 goS*§n® 

aoa^ao^s a-oa ao3s s»a^ aasteas Kpo^a TWfcS*o> ©oa. 
oS*!j<ss»e» aasteas ^ao^paS sjtPOdkS' a®a. »sr>^&. (Italian of 

the East). JPgS" 5*6 (Carey) aa ‘3©oK iP^gdao’ ■ (Telinga Grammar) 
(1812 A.D.)£f® “3©oX, go®^og, aSstf, astfdSPd SsoKfcS (koS**) es'S Ofii 
ipa.®* b©ok tpa. ©a^oao spo^saan® s*ajifco&. ^ajj§*tj , «)S sa^i&oa 
t^a t^ay&a^ ap'ta ©oasfP »Cnd®dSP©^ 3o®oogon», aass-Oaon®, a®x 
ersoa jfr&apt^o5* a^go BdS3£o®a§5»aeS3a *§s3} 3$i.s®sg 3s®a®© 
aO|fi (Variety of inflexion) Ao&OO a© ^{3ij§*tPSScPO*dA6a^ t3®S.^ 
tTgOP &^3d) 3>y>” «3®^&3. 

o»g6T s®oa^ (Campbell) da ‘3©PKP’ 3®£g<5oo (Teloogoo Grammar) 
(1816 A.D.) »oSdo 3ap &* ^tfSjg (sp^gdn) {Kotfo tPdd <Pa.^» 
esio jiptiaasp, ©aapKgcasp, a®es"&«©& »ox>a e-g tpa.ss aotsoaooa 
app©as aao&oaS) ^xe&oo^a apasp©s ^a^tees, o®cuajp&> Boon® 
nolfa *« <pa.5*t3, jpKCSsBa qg^A ease tee*Kcp©5*t3,t»-CP0<>5*t5 

aaadSj®a^ a^a Ba3§*au®3§ a« ^oao aagaasotss 3&p*s». Lsg^a 

xiii j&otf* a)«p p*®&>: 

“de»?t> »oOj§*a^ Pa^ a®«rS4da®a^ apatpsS 3t3l sea *a^ a©s 
sq»Ea £33“ ao^rasa |Koa®t» <j®«»- 6»a «ress>8e», so yoioa* 

^ajugd «>‘&pt5s Jaeo»«©«pa l o3 t%>. ■»« «?®a. as sgisoaoe*?^ k* a^ 

3 ®er&« 3 ®s^, 153© ixfisaao kpO) o'sajOT? KOjaaa^”. 

(o»sa t 7 ®a.oSi ab© 3 ®a^g sp^gooo («pJ»a cm 6 ^ s®!^ aa (jso$so (?5 
"pats «pa.e*, aoa^o ^aa, *o aa^a »"&pt5 aeon® sioifo 
aa3«o ao®^a 3a^aSoa7? e’Ooatsaoapoa. 00333 * pa^cp ar*a30^o 
aa.dS 3 o« < aj®|ao sja psas^jpss ^dSs^sa s*^ a*oaoa» 


VI 



©-fc 27 $>o<5* 33s As $pa*5so3 3*3© &Ssa ^a*o?so-CP&s. 

w$>3S s»eoS® 33s« SstfgD as(ts3^ej£ $PC6 ‘Sootte 3osoA’a "Ssi^ 
;yo&>. (d'lsaS’ 3.2).<D5. SJ'ifJS'jp© 33 s As 2)s& ®©ar»3o (o&glSo. 33sAs 
$j-»a. 3r»$sCP^al .©a 3 oA£P 3§ ^ail^golP 3®s^ AoJStP3§ s»{5e»o ©S ©esoiJ 
$pa.s®3o'&s. ©37P 33sAs<§® 3CP©s &S 6 e-g ©as^S® 3ssAs>d5s3 3*©s5® 
auft'pj acp©s cpcps© <3s!b ©a^asso. acpotfoS® 33} ©-as^f^ &r®c° 
6,©,S|, ©3a OSs^a. 33sAs ©eso33$o 3oA«pa§ 33§ 33} 3sosp£ «&EJ07P 
^oosoan® « aas cpacpas ascs?*^ ©o3aso-a s®oep©r* ^jp^cos. 33sAs 
aoaas^s® aas a$a iipepo'^as 6gd&sas3} csss, |*pa a^pjcos. 

d5ifi ©>3j3y&s £r>ZPtS£Lp $$a«J* ^sS'^oSo e^C £$3 dSs©;>3o$® cr°3oo 
©3& |3?sa3s. -&« c^a Zp&iSfp 3®a° cs^BoS^a ©jsesos So&otSl 

aouoaoa 6otwoa. ^aas3& 3»aa^car^e >3o£® ©a^ >D»€£as a'es 
s»soo. -Sn $pa.§s aoOoa As e^epa^ "^g&o-aihoocxjr 6 3so, a*& 
sa^o, a^as^ao aot3 sep©os»cp©s atfcasa^asa^cos. 3s®ss(3 ,i >ao 
aoft 3 oS®a a^CT»©o5»e^5a ‘&»e^’ ©*a aa3aso&. (aas, aas aa, aa). 
a^js aa^o ‘w^aa»’ ©3 ©©os®soepA aa 3aso&. (aa«, ©Aas, Aasa) 
s^a^ai^ao ‘a©ao’ ©3 ©©os®8oepA aa 3aso&. (aA© asas ©Aa, ©asA 
aaaoxa...) bs^cpa}© 7 po5pB 3}© as aa 3aso&. 

33sAs JP^gSooS® ©-3s}© a!3g©eso &33sofi® es©A 6 ^pjOcj ^-ei^o, 
n*ac3r°A^d ©3spt3S ^spao 33> Aseso 6oa. a*©3© aa.d5so<§® gr°a 
sjCP>ot3 (Scir'ssa'So g©sAs3so£>. ©Aj> ©A; aj J > £3©,; ^^aa^oes^Pea as© 
$«scpS spaa^oe3SP©3n» ar»e 6-cp}Be3 ^©ep^^pcas. aptp^cpes 

apfiiscpasn® ap’Ctsasr® &oa. (&a> &3; 3A©s> aa©s; apas&>ar'aa) 
apa«scp©s spa«sar»©s7P ap’Btsasj® 6oa. -s* qg^cp©3® 3 as As $r>a.& e-g 
§®as©<s$o a-a^oa. ^a g$ §®ao a^ ax®co^ sor»c® ^'t ^ageasoa: 
(©a?b>©cs?b; j§)Sg>j§)c»g; aas>ac»3.). ©«p"A 3©sAsS® a^ d^g a^ 
alaggcso (aoas+^3&s> a'Sjaa; ■3a9+asaa»>'aas^aaLo) asaS Aaaasp^^o, 
6^P}5E*£f* e-g (3^g *»©^a^o». 3)ePot3 qg^CP^ 33s As as aoAcpaS 
0^gon® 3Aa §®as©'asa «pa.A® 

a r ®t3^aoAo®©Ss 33sAso &<SdSso 

(d»tas»©o aood 3asAs^«oS® spo^aoAap©s A®a^ a^poa^.. spo 1 ®^ 

as aoesoftoO 3o&sd®c3Ssos 6o"Sa. (l) aosa"^s<P©s, ^2) ar°ts^'Ss< ro ©3. atosa 
■^>«r»ess ^ao°?s a$aa cp^cp ^jpocSt®^ wcpaa®aj€P^©go cpeSa^. a®o£ 
■&<p©s epea^la^aa cpjcp u»£sa$ a^cp^egs cps&a^. ■»« aots^tpos 
^gaso7P gr®0$p>& ao(acpdSso CP^D® gep3r»©Ss, aj3cp©s ^jcpo ga©5® 
?pAa3'3s<p©& cp6&ai3. 


VJ1 



«*d3*a*;s*>, a^s» s*e»<£ «r*ug ScAcpoj o*a*3*;j*d£S 3g©3* 

zn^foSfr -5*$ 0 * 0*0 s*tHTj 2kj»odSr»«o- i)t33 i&d^&d. 

3©3j ((£.«. 848-892), *j*3js»oo (ji.«. 945-970), (2P©3 j, «^ r d*» 
((!;*.**1250 (S*odo), ©Sa3J*d3 (jl. *. 1386- 1402), 37*d«3 (i.». 
1437 (2l*odo), CooSo Si3»^ooa (|i.¥. 1509- 1530) 3u&gSad*^039 (ji. 
«. 1531 ^odo) «*33*€£ "^V°§ 305 j€£ S*otStS3. ;>«j34jj3, 

3)&o3> 3joS©S, XLgS &XxSS>£ 3*aj3 \&o ((!.«. 1250 (d*odo) © 33*80 
■r>» 3 »££ "i^ug 3*jj33*gtf* §*odtt>. (!.». 1560^ 3 joo8j 

$58do Seo*3o3dto£ ©3 34^33*8' dWSjtg deoSJod. 

i3*to£ 3oAo*e ib£5 d3oto 3*0> 3oS^.^do€)* (SJ*J>3 |XoQI»4^ 3od"S¥j 
860 ‘©CSd&ttCpo’ (d*&303)'3»oa. Sod’IVg&g 3jdotott> ‘Ss^.a^fit. 
voted* v |Ko$o £.¥. 3*crgl dododO deSoBod'od. d* |Kod* 
0§ 6*033 ©ctaodo (Sdbocr* d3a?b t>S)C*d *3*^039. 3od"t¥$6 [30^30 
*r*8d3*u»£58 3o&3 16 |3>3»<£| *.St3. ©o(g3*o€* 3»p»ee»on» aj3 

«3>30o3ag»5*o&. (i.¥. 1213-1255 3*t3 a*dfc*&3»30 3)tfj 60*^3©, Ad 
80*j3© ©3 do&9 ^otp*oi |3*<*do. Ad 80*^3© egjo S»3do. 3)080*^3© 
(SdoeoSodod. 38$a>oKd7*d®e»do (^l.¥. 1300 |3»odo) «*g^%3 3oAd 
80*^30*03 39(3*9# D*^pr»^3o JSoS^jdciiF* 0000*39. d« r ''S*g<r*£3*33 
‘(»oAd) &>q*S6’3>3 ttfo. S93j* 8A0 dd (|3.». 1386- 1402) ‘33od 
0*«§c&3»’ ©3 |KOO»33 SO. £>00 aHJdi>7S3»3» ‘tS^a^te. TXS&teid 
33J*dd ((!.*. 1402- 1420) ‘>3»d^ Oo0*3id ’ ©3 j«od*^ S»S 
*3oAd Ooo»3jrf’ ©3 (Ko$o 87*0* |3»*»d9. dt ‘»oAd Ootr>3ocJ’3 
63^ do8o (SMfooT* 68o33od;&5o 3»?JS’^^o6ff* 63}too d©9££od. SdSF* 

<fc>0 3oAd OO^SOo Jbd 3*^ (3j>do. wd5o3 j)2o^d <S30*«b© ((§.¥. 

1440- 1465) «^3 0a*jo3o8o. e3os*39S§«D3a 3oAd 80*^SSo Sod dco 
3»^pr»^3o (*J*¥*3>. (sjd t»3»^ddo). qd3o X9oa»<flT33*tx> ©tao^* 
AdSJ'o’&S’ te&te 3aod 3xr*do3© ifo«7>o eon»0*3^ o3“3o6n» 5*od3tx 
doo^Jod. dt OSooO Sa3J*0ad3 ooS»69©I^3*P*(Bota ( 3oAd JSX*6*^ddSoo’ 
©3 ^03*0530,. ^dtta ^3)3^ dOCPdSa^vi^So^ 4od33*a>. d« 3oAd 
3r»5 < ^dcJSr*05 ‘qg^o dCdo’ «0 SJ*6» ■&&. 3a»SJ*6 t^Qtete (^l.¥. 
16 ¥o»g) 3*0^ 3 oA«T»o3j TJodotSOW*^ ‘<Wd «*»^o’ («odp 
ood s»tti. d«SSa3 Ad A*0oe5o tbti ‘^«6ooO’ vd 3*^3a 
p»«*3a. «K>di>o»3X7»dSjoS»ooff*0 S*o»J)i3 0*3x*3J*tfo£3s *3^ TSj«SO»00* 
vd (3&g (Xo$o (P*4r*d3. 'Zoao'ScodtSn® '&«a3^0*nH> 3&3{$n agdO 
35^3ar*d«a. So*^oS 3oAo»05 J)e»3> 0>OoOo£> ^dd. ^d« s*o»od 

3o&3 39^3 05>g SoAd |Ao<5SS0 tfcr»C^ K* CJ*30 sS^So'dod VKOd’dSx)’ 
«»3 («OC5»0^ 80o03 d*393*d93a. qd ‘ So»0d’0 33o03aod. j^o 



«r»83 aoAtfotf* esa5*3»cj pSJ'eS** ‘3o$gCe’ ao^aa (»'3«1!) 

t3oa -6-» («o$So. ^oCJ»a^ ax*^ Se^aiSoeSo iSoSg^eo So0csSiS>c3i>a 

3>oo. 3t3 Scyjyaa aaea 0tSibi3atoo aa^eso^oa. eaMa’a 

j5S7*>e»a ‘Softi* &>a’ 3S^giocy3 as©ch3 £o$So. 


3ao?b 0o«P°^ cyaoC^e? 3*aod&)£ (^l.¥. 1560 2§J" 0 £5 jo) 7F>© 4 £0£So’, 
Heir'S K*aoaga (17 «€r»o) ‘cpk <r>$ aoansjd,’ ‘o^sa* p« ^a&ag’ 
©>t5 [Ko55°oj"®, ®oK«5o?bot3 «sj , aj$T®asa (16-17 go’go^) ‘vaad&a&^eao,’ 
^dj. "Sosta spcpc&ejsa (^.«. 1900 ^o«o), ‘a»o£ 0&aaaco,’ ao«fc 
&ss>© fyho a»ga (19 «o».) ‘soft# d»tsso£3»aa>’ sjo« 35 m ‘$ 5 # 
se$a$&»’ a©gj-»a ajyggga (17 g. ao»^« ) ‘csoa >eaopKfco’ es^a 
f*a^ («ojfr»e». ‘ ao^a* ar»eya>d’ eaooa f^aoa°j™&ge» wopaa 

iSoatoaodoiT^ao. 


■SosoaoS) "&>«gee» aa^on* ^soa^a© e»<aao aa^a ■&«£»«» f’a^ 
*aoAtS^j°o ao^«j®o , ff®jST° *aopy •ax*c°a3eS , €f*aj £sa£tpn*©on° ga&s&MPoo). 

a^aks'C^ esa^ayjoajgco, $pa© ty^cy^ «au3 go3» fr*aa^, 
€r>^cr>j3*, ibacyaj, ^coKsfcd (saeg^. 

/3ao?t> >l?<a^o^a (£r>£)ag^<^ or<>©aooa aotoo ag^iy 3©aasr>^ 
&y aoAij asadSio gosyS* e»a a&>ad|«j paa cr°ajtpesj5sy , a. 

cwai ‘aoAa g«« ea'a^aa’. «»«a (Koaolf 8 jyo5*«o, aao«, s^a*©, syo, 
£°cok, s°oS^E3 "Scoasa cy>n»©ga 3oaa as# zSey© S^a «j#a acdSj*©o 

ql_ 

a^aostsd &PJCCO. ‘pob^o(a a^a 8 g^>© softs p»ae’ ®t 3 ^)0b5* 
cysjJT ejj-»acy>£9’ ‘Sogt^ca «?3;y&> aiyS^.d. Scgos (Kosya^ ax^oao-a 
l>5<r°o(a g^)e> softs apa^ (Saejocycb. ^oago<) softs g©sy&>. 

(Ko$o («&-&>0o&o<io£>. 



II 


^ -SLostsSjCjas 

■6*3*So S6o3o© ©00386*3 "So g~L>$$j&>&> $*0©c5So o*e» 3o7*©eoc$ 
s»Sooa* 0*3 363'dgeSo w3e Sr*o* (3S>i&i2 ^fioSottoabSPjBo. w c$3)d 
sSoeo "S'Sjgo 30®oon» t7»Oo-cr»03, $*0333*^63. §'ottcr»<33j^ 'SJgjSS, 
S3e3§»o60o ?2 w3, 90s* §*o66o $63)63, 'S6'S §*od$63 «S3o£3, aioS’S 
?Poi56o 3^.06363 $*3o3 0»^S^Cb. (-&« «sotf*3^ K360O ®S^5SP , xJ»fi6^ 

6*S e»gj>^ 3ol6 36* a»3o 3*»6o). 362*o5* *o»g6* ^ o*37»33t3*e3 
-8-* cS^&lf OSgJg) 7 *® [3Si3o-CT®0b. wcSSoS ©3 Sj ^, 3o|CP37*d53ej»3 < ^ 6*6o33 
80333€>3o©7?>63, Sid 3)g£6 *3^33 , 24«30o Os»oKoo 33 eodSo 36$3*e>& 
60OS00 33\o&o5*oa. 

O cJ 

©6o33© 8033© a5$r®;s3*K333g©n* ^T*® 5 e ®^ woc5Sr*e>So '4o|4$oeJ*oi3&. 
■3$-®33*K3 j"* 3^ 3*i3ol5 wo^CS, SonoS, d330JJ*So we>6 St*© 2& ogoo©. 

14ss 3o*g6* "Scpo© 3«Soeo, «3 o£© 5* S3 8 3oej3e33a«33o3 ©632oe> 
CSdjoO 3*^303 3j-*fSoj°0o. wS^Co 30S*3<J53©, w3^37*cr*63£eo 

-8* we>d57*3^ (3?oa2 5 -c7*j0o. 163 £o*g6* •»« wedSr*32 ^g^ 

<330*650© ^3*3) ©$o3o&. wdSjJS ^4.9. 1512- 1523 3 o 6S£ s*©o6* 

36o3®63 ©6b3oe ttOjoO 3®^3o3 ■&3 ovSjS’^&. ^3oot5t33*6 66^o03 

3ytto 3»j0o2 330©\ 26oo, 25 TSodS^Seo, 3®eo (0 ®Kg* 32 oon*6o 3*[© 
s»3sge»75» aaja^ocsj&sr^eo. "3o5*3*6 cse^ooasy&o *%,3o2 $t*3o 2 a*© 
3Koo 33o6^o3o5t3. 307*5*3*6 dSr*(86* tPdSjos 3*j3o2 000060 [Ti»37*«o 
a*6^3*6 d5r»^6* 3*$0o2 253© 363*©5* S3s»0-&.So ^cqoo-CSSo 
OP gd’S (rt»37*3^ a*3o SdSo^tto o6Aoa. 0*<35oe O3^0*e5 wcoo3 03*^0 
£.g ^37*3^ os 3*0*3^ 9-opa. 0*o>n*03 ase©^ (3$*3© «3 33S6S*6 ct»3^ 
&T» 0» 90*^60. 06*3*6 <S57*(86* ‘w3o£S3e<S5o’ 337 *;t* 32 oon*6o5'aoK3 

3oaoo3tj»33 253© 363*00 5$)6s»3)3Son*33 'Scoo£S63*eo, 5£5<S5o 33a»£32 
537*6 363«eo qc&gtoto S»S oS So63*63jo 3«g3oo q6S>ga&a.' k ~v5 t S* 
§*S^ CS7»3ooeo 0*3330 3dS3«63. 35*3*6 3360»^eo 3*6A3 i>O*oo0o, 

3360*^ooAo '3o&> 3oa*3o6eo, oS 3©go, 10^o 363*o 63o S»3ogeoA* 
33:6^03053. ©0*^6 5»©o5* «6o^«a»d3oeo, 3a»®30»di>oo 5r*C* 3*^3o3 
$25* "t>So6o&3^sr>3. 16 «0»g 3oo5 -6* wodSoo cSSoSSo^ $*65^5fo 

woo* 3*£2>o3o&. -6* wodSJ»32 3^Sj 3*«»36 36o3r*3o 03.65305* a)& 

03o6o5*O K6 ^d*< 3S3 oA© wedSr*5^ "305*^3*02 33oo60 33jo3o5*o6. 

0*63*8 SJ&eo 

0»63*S wo^^^l* g63«5eT| O'eso'io o*©7»S»5*0 oS (7l»3oo. 3p6jo 


x 



«SK <S>*3sP&>. GPgd'Sfi* SodSSftS 

^p®23^ ea&txoyo e*Si3 ^©125. (*$©&S$6&s€» £$2&&>e><5 SSotp- 

g&Pjjeo t^n®& &3d®ej£© alS &>$£ &©l£ ^oeS&SoS^ 3°cl#$0 

(■CP^ooo^^o)^) "feDo^uo «5o ePdP“&&> &-Dp6. £$©6£>6&>ex> 
e*^ePdfo&^^eo). Sai^oeao®^ iP0^d&e»lSX®5§ ^5d^ew^) 5 3|eo&o, 
^0*d&e»&> ep^SPOb dojfi, 0*$ 5 £a>$P<£to>. ^CPdkea&T 1 ^ o^.SSJ'osa 

£5©£4&©&a ^SSJXb&OTT 9 £3^00 

‘v£/ 3oSto*e&>0§ TF^ SSjXjS" 4 f?S^ So ia&><F>&gZ&>&>. -S-«c5i 

5Sj <8&>&>e>So^, esS^ePOEJ ©^T ^g&> $r°{S£e». -S«d3i5&i ©daSoej&^d&o&s 

SOad&g ©3 &&r»&fcs g©75»JSo. 5<5Seft§, SOSC C3®c&5o ©3s»5£o 

(eF&5 So&^o 5)&o«3'SO ©5 ©c&>5 ©^ ©©{S^dSjo t,St3 &oS>. 

©g^_0«oe:gj lbi5S&>&>eF‘CP>&>£&> ©"3 §*£&&, 5C£5 j^ Sifc>55©5i^ ©$ $g&> 

S©7Pib. -S«l!je3S&SS3€7>cr»Oo^5 ottjSkoa fBa&eo. SF8 j (1) ©5 

SCj^ercF'Cb^&o (2) ©5JC& (£) ^©fioSo?Hfcp«k89 (.4) 05 ©{k'SoHSa* 
&>£k> 5) sHks ©8o3oK$5P»«Sjaa ©^SJ®«b. 05 «&5s€PCP&>£&> l!>d55ioK5^ 

©3 t?“2o5i ©oPO'O i35i§'5 , ^63. e=f"Sodiio&5 ©SOI d&aSoKSS^ ©l3§ ,, &>& 
g©ftsr°»o. cp^^gsp© 5o« 5 jsj 0^ sjer> CSr°S5Ci)^: 


«‘ B,as ssre*> a&s-sr^o*. ©5^5 



(^1.#. 1424-1503) 



b&&* ?b6o£) "S^T 0 SSr^oTT 0 (§o& 



©a^ax^rotogeo (l.«. 1424-1503 snooS* 0©S>C;cpto. (^a aoa 
^ '^Z'sp&r>Z>o6 t D^r> i^jdo^ito '3jjCSe»S'S aooto© aoSd^O £r>e»es 
£iS)»« o» < 5£5«sse&). dao*; $&&> aax^^&d* i>Q%cr> o» ^©geo^coa. 
^gsr» !S*»sp aj’Soff 6 Sfl^p^{«osr»ii3 ^tSasp^. sax^'iPgS' dtospcS 

"axs© ©3 a3g (Se3oo°a^ Sx»0}ioo da atoiPS* aoad^Oo^ 'a»a© 5 lbon’> 
©ajtoctogrpto s^sp da aa^s* 0o 3ogt^eba *da 

Soloa OOa (d°©o$oCX>ai. ^aOT* Sj-°C° ^ 'Sog't^gto3AX’ s ©j, z>8Q 
^^5x>©dir»€£o SspeaoKx 11 ©} n»ao 3<r»to. 13c^a < 5 to©Si I'a: 

$JSsd ©os*? 6 j&fcpea o*»gao. <z><!T‘~t ©a^ax^ptogej sj-hp oa^ ^a’a^a 
‘aoago’ ©oSd 8 S^tPO^ OiPgao aoa. a ~ 

'2)©cSir ti <^sr ^ 5o«^p>$ia§ (j^cp^ooO}) ssx«a57t»^a"t3, ©ajax'-a’ 1 
&>$eo Sx<p ©toaoo ^ogtjSgtoOl ‘gep^^ao’ °£p©o«5o 3 Sj 

0»ax« >gOoS ax»ton»3;3’>to. 3»go>jp63 to^spcxali.go 31b ages i>so 
Oo-ooa gr“cp ©ajtoctog7v>3. ° 

©a^aj'CP>0^©sr>03 6^sj»§’gt33 dto^.a s®toocp 32,000 (axfa "Sosa'S©'} 
^oiojios eoooatoa oa^msadaa^a. spS "Sogtasgtos s>o<&f~\ir>oxoo& i 
‘aoloa ssocpcp’o^ 'SoS'e^atoo gr°op 3©i<^oa.-o« aol^aoao ©a£ax»<x» 
tog© &ar»tosa Ibastotoep^tog©: o^A'Sto© &>a SS^-oaSo [^>«oaoCPto. 
©a^ar^togoi ©a^a©o^a ©ass' so^acssad Jsa>ge?aoa>a aoi 
g,a© CP>A"$to©> ©0*35 3®ax>atg 3ag£j&*5*oa. §*0^ «oes*SJj-°to 3©aoo 

d©aaSa&*oa. S’s>sj ,) soiea©5 ©S' 3sa ©jjsgon® 3 j§>. iba®toaj«p-iT»tog©j 

©da &ar®to*5a oa ©tossaep-cptogoa gx^c* aolo^a gto?5. S&a cp^jipgjp© 
a do a^ 14,523 ax*jdo ©i$go ©j^jdaiPjcoa. 

aolo_a©3 s»g ©a^aj**-ir»tog©5 aoa^do€^ "Sogtx»a©ax»a t d ( £go, d©ofo 
a^aas* tx»ax*ctoc»o, to© ao^o&> ^de gds°©a ooo-cpto. StSS* "Sog 
tj»a© to^d^go, "3og"tagjo gdgo a'toSodoa^cco. OjAoao ©ssgors® «5;§). 
-^tctoa aoa^doff 8 ‘aoloa e&oo’ ooooatg ss^ao^oa g»a ©ago 
S*3aa. 

©ajax^togeo aa gocp £>®»toa«ao, aoloa^orotogsa, ade^cptog 
ao oxi^aE^aodicj^a^. ga^aipa^if 8 «j)0oaon®aj©5j*©§, [d®g^d a^a,^ ^ogo 
to#3 o»© csr&a aoio.a jx>s5^<3St»o 3 ©a^ao^cptogej aga^agj^a spa*. 
©a < jax»cr»tog©spto aoeto a^a©n» 6a^ s»©o^ 5j)Ooaoa»aj©5PoT' 
atos»4>toajn» a°©o dtoa©£* aejo-cpto. ©o^ g»aj. ©a^ajc 53 bg 7 P© oaa©as 
dto ga^a oaa^ ©aig©o-cr°& gx>cp. ir°© ax»«o cpaoS^o ‘gecw «oc» 



Xo'3o(a2foas sens ^aa i>aa’ ©3 eaa ©a^cso^e ajr»«a cpKotf^a 
Oda ‘sens sens as3o(d aas^a SOns ^38 3©«p’ ©3 o»3^ ©asS©oOod. 

d'di ;pt iS*Si ooXstor*eoff® doasPdfsasn» AoioP 1 etas acp$a s*©**^ 
(I. S. 1487- 1490 dsd£ s»oo4f* asj'Aoa^tss Stscfisarte or»o>n» 6o&3 
^ese ae&oxcpdSs© '^iw^ ©ajar»cpas£e& aoAq. a« a©!soHcpd5s©> aoa^j 
«o£* ‘ovar^dcBso’ ©3 s»»go (sr>S>sp»s. aoa^aoS^ ‘^©^^ecssa’asiS 
s*SS^o qaa t§03ga3s 3«^o&. •£« ae&oKCPc&as ©a^ajp-cpCis^eas cpo® 
7r“eaocpas. ©cosjp ©a^asc&g ©aafesa aa eaa seas^cpal acpgeoa 
»a35* 'dSesdAiJ CPe» aolSs '3casaCP&s. s»3 ©a^dodSs^ ^ogtsS^Cofe 

fesd ado 3 Jj^ |£p©oa «* ao~3es atAdAtsos 5«»as. cpo* aa aa^eo^as 
as'jtpaaA aa aay e^s'a^ds. -a* - aeSxsKoMSsds K*a^ ■fiostas^e 
d&ds. ^a&s <T»©*dao ‘sojoo ;>$3s5pe aa^os ilPdvpos, »eu asod 
d»©3, |>s»(T“©3 gOodd^s s»g >$asspe§ as 4 ^ aa^spos, ^jp^os, 
wdCepos TJoSV^ds. St3S 3otsodo-D 14s»aa»©>ar»^cos. -g«£s3 ©Csds© 

€T*s gocpe cr»aj»aao(S<j5a^on»e «^ 2 a spbo. &©©as (0 iafeea aasKs aaofe 
«peas*a$o gaal eso§ao leasts Aoa. ©odsff* ae&oKcpdk&s ‘^*>ogiP(& 
a»d ddinaga cp©^’ da aooatsA;p&s. 


‘aolea qg^n’as^ (aasa;& 3as«s (Koqpal wseon* 3a^esg aoa^a 
l«o55»a^ ^foaspos esa^ar»cpos^ gas gas, wc&a^ ‘aa gacp Isepasspa’ 
a 3asKs sole a ©§.nge asOoddo a©as, <pe>g ape aolcaA* cp« 
£r&> rbz>o$*&> es^SSJ^-CPtt^o So&SS3 0Q°^€x>n» &o£uo Scp»o§ 

aoAtpas wcSsa 3Ssa s^cpa^ 3o(Ka*on»3;p aa^g feeds. 


1. «a^aj'j»es^©ss ^e^o 13 s«po€^ i^agaspes $p?taasap, gja^ap<p 
es^opae© «pKsa ao^cpdspa^ aA&sp ©a^ascds^go 3j-°e$3> aoleas* 
Ijsatf 4 3asKs€"* ©^o s»3ds. ^a^ap-cpoc^© fcoSPAp aea*e aaa°©s- 
aasp^ s»a 3o4ea«pK d^aana eaa©ss»^>. ©ods^a >£ sole a 
>Ip«p^ aj^oaa a*© sa ©a^ascSs^ ©as^aoo^ aay^ds. -*• 
d)^^a wcdsa ‘acpasa*’ oesdo >ego. ia’asa^ao'ts (aj^ge, ©cosa) 
(©3*^ ©a ©0(2 pc»so. n»a <53r«K^a aole a as 3asKs^* asr«© 
^eaa?aa < ^aj'ts! 

2. aasAs ao4e,a qg^n ^oa»a^est3 ©a^asdSs^ s?e«papes^as 3i^a ‘aa 
aes^g’as'S ^aas0»^g eaa©as :p*Jn»apa^ ^aesaoqcpaa 3d^o. 
aao ©a^ojjds aa aes^s^ a§ ao^a*cx'ao ©a^Alpo^cp©. ©^A o®e. 
>s spa adgaa. aaaesas©»cpes^©5 aa aas«s ‘aolea qg^epa’S 
‘addjcd’asa spar»oaeo ap-aodoo a* ©c^>cssr , '^ tsoaesasa^a. 
sjodstSa^ ©a^ascBs^ ‘aagaep ao»asa~as’ ©ossa°ds 3asKs£r*. 
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3. sojos 3oAo*©3 ;$)6o36a*35o 3*6© ‘*53*35!>>B5’n» ©35)35 oct» 65. 3*65 

«#3^3r»3*65£© 3ol6335 «s35g6o3too "3352 37*3o33. «^SSj»vPiS^e> 
Soleaff^ ©"33.0 es© So©, (§*©^-5*47) «>353e©, 3)«£©5n» ©©<803u& 
AottOo. (3o© «■$£> ©&n» 6oS*oo 3oft3 335dS5>0*35O (3>3 3© 
JSj&, SoSP^ 5*© "3o&> 3o2oo 336 35J*3» 3£5*©So er>A3 3oft3 

0a°^S6 (3>3o «£»fta*co>oaS) O* ©3*^3o). e93^37*iT»65£© SO*€£ »©-jo 
*-345*37* 3e© 63^3. «* i&O^ioo SP&hSSbodSlS ©*©03335^. «353e© 

S*©^ot3ff* 363*335^. a*©§ Mdfc© Olga'S ©*©o©3fcJ5 &«5 j*o 3335). 

acSoff* ss'ta'fih ©*a*© *3)0^’«3 j 0*65 &t*cp) 65. o*t3© ‘3)3 000 * 0 ’ 

3SS3JJ. «l5 c5»j ‘36ts»e»V &553o&>35a*)CQ5. 33o (6a*)3*o, (©53, 
M^n*©^ 3>x»»i qj»ab^)e» go) (©o°<abg3j3 gj*6^3 ©*3o5® s*©*©5 
•anT* 3a°4f^ 357*05 36ct»©5 (3)3 000 * 05 ) S7*c*j6>* ajoa^s^.3 

&3}i>- 33 360*053,)© S7*B®-6o* j )ca5. 

4. »3j3>d3c^Sj $7*650, 3©SJ*©2 Ke*36 ©di>37*©5 §*0665 3©*)65. 

3© 3oAa 6CP) 26 (3 £p© 2 ©3,) - (3©£3o. w 3o©S (KSpo© ©3)37*0* 
6cg€» 0*©5 ©<33533637*0*©,) (3©*3o© ‘33 : ©37*337»3 >3‘<JS»^3u> 

©€&sr»tt© 3©o3335). &©5* 3o©S "33 iu 5*6§o3. 

5. ‘33 337*337*3 ©“OdioA^o’S* £>6^3 3o© 33 633S* og 3^s»^, 

33s(A335 g©Ao3o3. 3o£i^33 (3o*3'3o3 «7*3 o. ©<5 3)3 oo©*©3oS 

3SCV>^ ©36o3©3535oa. 3oS©*© (3©»3 ©*o*©§ ©3^3 356*2 

iASro3oo « 33o4T^ Ao£35. 30*©S So3 |©*e»*~ 337*30 

»333^335y ° L 

6. 336 3)3 oo3o (36 ejo)^ «3,)35dS5£n*65 33 "5)655* t3 ‘355(3’ Sj*6jtoo 
3 cSS 5^35. ^^■353-5*0 iSogtjgje 3^605*3 3)3 3C?65. 

7. ajog ©*£(* ©3.dS507V“ ©3,)37*o*65£© 633 es>©36 >©go ©>©£5350©. 

33s«5 <tfc&53 ^36* “353$) 3553«J»A "a5©fto3. 33^ (Aoo*eo (SJ*&3 2)36 
g$)<33j3o* s}d*A («3*d55AeO* o>©S>350© w 633. 3*£3©*6go (p5>SP 
3046,3035 TTOo*©) ©0S53o*&5 e>3,)35dS5£. 

S}«T*A, ©63s© 33 ©65^0^ ^3350»^g 633©^ 33 3o(3a»c3S5on» £>3 
6536o©, os 33 63335 3oA3 645^26 (3^3 33©n» (6Q»3bS*o^ (3o»3on» 
ooAg63r^, 335CS55 ©*0*3505 Ac* 36 ©635350 ^SjoC* ©*C 3*©S©053o 

3J>^3 3oST*©^ (AS)*o© a*©§ 3oo g&>3r»”33633S* og SlbjS*^ 335 (« 
335 ^57*6^3 3j 33 e»3^35cSS5^a. |3oo3o (©0*352 335C^35S»o'^" ©3^35«y*o35 


XV 



aa^d&acao15d S»&>, attoS* a©a§ Soo goSoS* 0<ao3 G£$G* q°ib 
SSx°«fo^e» TSo&otSl £^2 aao[?ia, &o(S8gp SoSPa S45o ada 8-CSa ©coiodSa 
aa^aay. a^a* i^spsa wds>a eaaiH as $>&>a. s>as®& a^©& 
©IjaZoa 6a®8SJ'®oJ®©i SP©e». aoAa (SSoCSoS^^ (SSo-CSo^JSs 

©<£ba £-2 aaja^dSs a®£> ©aaaij. ©aj&r®-cr®&i£©i 2a^o2 aoA«J®ai iiikfo 
©ai^^o-aa ©©•7®e» qa ©aa^So-aa-Cby 

^&oS>S2 

e»S^SSr»-CP&i^oSs d&adoa^ ©3 ej®S£di>oao aBiboKa^ ©3 

S’eSoSo g©A <&o£;r®tfc. 0®«3®g -OS ©Cb'EoK«i3®$S5tti> aa ‘©c^aoSj'fj. 

SeP^cjo’CT 6 ^), [I.?. 1546£f e SPottliao ^oao^a 3o&5©r»Bb ai©aeo(fi” 

ar°©a> ‘Sog'tdSjCbal 9®ao 3&5 ■rttao^ai (©aa wesaso ar®ai&>g 
•aaba;y®&s § <, ^^pss©&) $aa^ ~i>5'i r z»j&>. \ 2 ,bc&z^ sjpea'&g)^ ga 
aekoHapd ©aa 3«a&sss aa^ (oa^ e&^o««5r»$jSo), ■aa s&ao© 
<&go§ 4 &r»c» a^soO -&« aefcoKa^aa ga 20 e>c&age ©a»a 

ao&;5®© a^oa'gari® (assort® ■ s»gd®coo;j®) fodo^ spcba^eo. 

gg^S e-g €s^>O D 0 n' 2 Da ©o*®a} 3 :bro^&. aa o®©£ a5d®©sr® S'oo^f 6 £&> 
>Sd ©Cb2oe)&i &5dSr®(a3J>a 3ao®c&>e» (j|.«. 1509- 1530) -S« 

o®«>a®g gagjtddowo opo§ aa (d®^) ar®&atdd s®ao®ax o®ea®g [rc“aj®a^ 
3®£» cn=dSd«& ©(KD*0on» o»ao rfc&jtoo ©"3a aiipg ggl&a © 0 S 0 . 

o®«a®g sr»^SCP*<SS>og3 a®ao s»aSo5* a«S>oKa^ ©S^s^aS aSoEon® 6o£ 

2 &SfSe£< 5 ^ ^ersoa© 0 ®or®s»^ 6 a soo"lsoo ^ap‘a§«jo©^ccoato> §®oad 
s*3®. •ao5*(Ko9®e> ^aa^ ‘aoea®© as&ofia^’n® "f>6 1> j r oo®odo. gage 

ea®c33oao gaa^tdatpg&e ^ss^ojts®, ©a^u© ader»a&3o£>a ©aa^ =ss§*s 
c&a'aoAa s®aa«3^oa. -&« ^©ao a$i^3^g®a§ ao&»spoA®ao ©cj$o®ai 
a^s^gon»ao 6ot©r® ©®s°^d5r®a^ ■^♦aAadoa’r ar®«a®g a®65iodO£T®^i aa 
t»ajaa®^ 0ae^oaaa®ao ©oo aa®^a ©-a^atpcsii©}! 

s®«£r®g aa»«p ^a&> ao^oo Lsg^ 6 ^ TPeiba o^so^s 
e^n®& ar®aoaatx w ao^oo^a «s^ar®-cr>&g© ©o°^ aoio_a^ 129 
soieas* ©a^ar>ii»cb^©sj ©aa^ agcsjn® aae^cco aeb«dac>a^ s*a5§®geo© 
aatod j-g a^oK^asa ar®aa 6©a. © aos^sa: 

‘©cSi©d aoae ^ ae^c^ajdKa'R • 
ad&aj®© «&« a®a^£rcs’gaj hots’ -(a©a) 

(®p»^ Sol^aajjea - lao^jtoo, ^)t© 88/89- 1980 aod®aa jaa) 
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|S{3°SPo3o -S-. soholify gag5<53®d53S gtf ©S^a. ^ cpSSjSo 

eg*«5^n»«sj cpsS" £§. s©san»a ‘sa se Oa&s s^ss^esssco’ ©3 &goa 
sp^s:sr c o»6or!» Siog^e acoSjoga ©3 ©aao ass ‘sttss sa ussss^’°© tS 
0oao<5^ «r>ss> se&oa»al skssos^asa ssx>sp«>o 3 g’aigjsa 3S^sso> csr& 
©g^sA ge^ey-a^ ©sssaeoa ssc&oks^ s*a»s» ag^a, <r>g awakes, 
©S^e^ai, ^SSp&^a ©TS sp&- SSmKjCo do&SS©g 3a>s£oaS SCo^o 
SS 3J^S IS&oSPtfaSg 0 Z 3 b&> ©Sijoa (SpSssp&j. fea^utS ©S^Spcr>ii>£© 
^^SS SCfcoHS^, sage 5d»cBjSSe ©cojS S^oSJ'ga S$&©a <g*a 

a>oa. ^tSi -&< a^diio -a® a©a &oa. ^ 


lsaa& 2 oepcr>cb^e» aspa [i.g. 1473- 1553 &>$£ s°oo^ sso© 
i?®sa sa^sw&j. sjas as ©s^sp-cpoo^© ss^g ^r°s^ ©coos ©^.©s^? 
s^aaS a&ssjooSs^ sjsss^ ©"S ggso 33o(ik> 60 &SPC 6 . ^asb acs^o 
ssoSa. ^aa§ ‘^asir»a (ssa^asptj®^, o , °s5Lr e s&>fs hcgo& £»z sPiPi^, 
3cpoer>un>tSj, so&^d^s 3sa, *oa°n& zooms’ © 7 $ ©&&><>» . ass 

ao^a mk 0srt5o <$aaj gpc° ^ogto^cb© £i>a sVi’g aoloss^sya 
sp&ypa. ©o«5 5»&>oc» sssssAcr>©>, ^o7?>o aoagssoo, S[gsp$&>o 

ao, 5^on»c s^a^asssw, 6 ct>st«cj s»sr»^e», fee &a gasssx, soaibs sks, 

■3s<«s»cpe», woia-^cpoass^ ($ks&«), aesa &qzo%zx> (<?a ©©$ 00 ) ©3a 

eooxjoaa. ® 


-»«<SfcS5 aoa fF’S^ jg&ao'ls d^SbSPQs «r»SSi ©dkS gatjoo£5osp0§ 
sSiT^a: acn»©ai»65 ac^ssoS^ssa, Saa «jct°© ^63 ■ap^Si^ssa aeaij»j 
aa ssyaax^oa. ^ "Sog"t3«^e^a>§ a«cJS3S yssspeb, spoaipg'a, 
sis^o, !<po?t>|S5&>, sba^aao3(ao, cpd£>©£n>ao, ^ssadspes’es©, g’oospea©, 
a^fooos©, ses&co, «oa assp^^eo ©3 ^sspco ssae^o-ipao. ©aj^a 
cpcfiseb assays ssr’oa, ?so«o§*to [pssposp ^aoS^ao. ©a^acpdij© 
aa^ass©sr>ao ©asasi? 5f°^a> aa^a^s a^joa <jpco^©a^ «§j^a*a3©go oSp^too 
3fcsr>ai. ©as^atpdsj© cr»es^>©a p©o 5^ aac&atteo^a ag^o^asS 
spo® -s-«c&a Fa^ opsboeo assjo^oepai. as*^ i§6^aoc»eo * ^Scojojaao. 
aol^ssosi) cpa^sj© &>a jspeoio-craao. ©<^5" aso^ 6 ql^spcpdia^aia 
(ssa^ ^ccoocpao! ra^ cpft-6&>© »ba aoleat» 3S^a ^a<oapat>& 
©a^ss3cn»t3» as«s 6oa. aolo s jjsoc»co (l.$. 1540 saod "a^a 
30 -j»o&© 5*, ao(aa^aon» adaoa. 


■sa o&^ep-p&^o "ag 5*aj?a as a^sx^cpcb^osj ©s^ssp-pib^© 
3a^ (as^^s^o 5*o^S ©«)^o g©Aoa. -s^dsos [1.3. 1493 - 1553 

sa^ss sass^aa ss^s-s^. -a«dsa5 fr°s^ acp^oSjao, ‘©«^ g© 

xvii 



«>£ aSpo3aa»&x ©«S&a Sr®s® <j»«p aoleaeo OSo-jo&j. 

w^cn-apoottso 5 PCP 3 & 5 . Baste©* ‘aolea q^oSSu’ ©3 (Ko«o p^>Sj. 

«<c5Ssa ©ika©©*a K*Jtoacr»o>$:b gep^tS^awaS ©a& ‘3ddfco’ 
ipajoff* a3j wcpc&o©* a«o o»ao 5-p&x 3(Saj-»ao<5® O(o» ^©ospBj, 
2s)K%cr» ^(©ojpas §»3^ BogCP>g©& R9& ■aiSiSsa^^.S 

(n»sir>^ a®ao d<r>as. °~ 

aso7W$)6o©*3 gep^e* ISogtb^CPodir 1 ^ dkf^gCo 3 coso© [i*© 

s^3*a^ (S©s^ \ScoooOoa aa ©8base*-cp&g<S. (©.s.^. -a^aa ao«§)oo iv 
- 144 ao. *»sao. 22.3.1540 a»tS&) $©& ©a ©»«rt»^a ©a^aj^p&ge 
s^a*©^ «n«a.^s»e?Siss3o a^tfes^uj ja©^ $*»&>, ©©<& jaaas fi*§a®»§ 
qCj^sfeo «a^arsr»is^, T>a ©cbas 0 »vr»&g© S(K 3 %i a^oo^as. &>ao ©*as 
(a^oan»a gjda^a ©a&dxS©^ ©&&>e>a> ar«^)©>a^ ©a (oa ©ebasepcr® 

& £°) *o&» BssaOcpjeo s3»o7T»^ Sj&a^a &o& ©»©ao$o 2b« 

e»a^ar“TT°sxe» ©a <d&£&) aogtjgjcboas ap*;^©^ S(Ks°o £oa. 

«s^5 acsa©* axr*s* ao^o tba © ^apodcoo^jo iSog'ts#p&a <D&asi55® 
ar»^)«jaj i ao ©asasepcpte^© s^s-o ©oa. "° 

am^^g &ujo£3o ar>e 'Sajpcsys a{K3%>, ®»a<w«b e»a ©&>©«j a?i 
CPe» ^asy>a asoipj^go©^ ©^spedteo© 4 $^aa&>ao£ ©ippas. 

aa ©&a©XS;p$bSs 

^©a> ‘^©^g tesaxp©’ «& ‘soft© aB^aopjassa’a asaoao&aap&s. 
q©a "&>a©§*&s& ^aar»6 'Sogu^&^ao "aa ©&r&oA«;p<&>as >&B 

spoco 3t*paa 3^»\Qo. ©« -ae ©eo'So««a»aoeso il.s. 1546 sr>ee-& 
©a>^> cpoooaoj g&asasoa. ^ 

w 

©a ©&1ioX<S;p$}Sa 

q©ess ©i^aslpS*. g^oax), atsas<3r>ft Depao, ©£pae»dSjo, ©a^apo^ 
©3 0o57>e» pjsaspaj. a^aas* ao. SV& 'Scoo^ a^aaeo sr-ts^ 
KCftasptts. ?}©^ aoa©^croai 620 aeaC aeoapao©* g’oa&tS ^o©«a 
©a&oda 3 o&op&>, as©aso ©3 •3o&» ijpapea: a°ao ^5b ©ajaxSsc, 
"sa ©teaxpa^© ea^a^eipasa^, ©a i>a © 0( a ©ccoa a4o«a^, 
*aaa^ «ox>a ©&iaowa^ 9 ©© ©oa>a ©&>ajoao^ spa a?)€P>3*axjo 
«®aj oe^soso^eb sse'Sotb ^^aj. ©« o*ao i.«. 1546<^ 

tseftoa. «»aao iSdS 3 «<Soa. 

>ss3©o5p&. aa-3o aea««» s»a>gi ^3 q©a» ao«o^& ©a^&» 
soo^&^ewTP ©o2ooj ^QoO ^a^§»a^cb. ©* aa.csr*sl sxg ^>aao 

i&ca^doa. 
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aPe> J^Sofi'’ iOiSo KfiSSoo SSuajSsoO. t^aS s»d£&£> 6odo 
aa «oas»ar»Ko 3e»soso 3>&>. ga&s oac&sKe (S*ras st3®lsa»<3£>e> 
5g (1.3. 1544, 1545<£ «§o§ ana 6ofi ^©s® fc©ag\,a ©(«a«a*e>sb 
Spoaso* 3e»asoa. (1.3. 15595® S®i5t3 aeb'SoKe^as&s (gas tsep5*a) 
& ofi asjp'tfWKi 3p>a§ paj cr»3as©ja»so " 

©eslSoffes^ 

‘33 ■B&SoG'-JT'Q^v S^SoSo. sjiS&s Soa^iSo5®a ©SsOss»spca-) 
3Ss?b5®§ sosoo-cpfis. spss©on»as -r»s>c~pa3 st*© (S*5®og ©3 3aj?t>spc»c 
(s^-roiSo. 2o2o^oja s°s^(Ss ,> 3S3 ^cpaa’ ©75 sos^s (p'^so. 

g3&> aosss^a ^Ooao^cs^aj g^t5*3^j?>al?p5j is&yf ©(K^o^ © oej 
w(K0®Co5® S'oiisFT?^ (1.3. 15545® a»So 33»Cb; osjSo05®a 

©Sje*«'^&&r°«&) stooge, ■oesjotr’S) £> m»sr»©S5 (4.3. 1553 5® 

tSssj»<5j 1SoS4j»«}^as 

©SjSJ-^G^o Sr>3>2.a ©eoSse^ou 5*&i%88n. sjSSo 3&>oiSep S6 
csc&o ©75 tiost^ea^osS soesofioos ^ ^a^c^aj^^ico 

©75 (Ko5S°a^ (p*>-r>&s. 

~s>ts 3&aoo°cr»&^o pasSiea ts©§®o<&oao sfios (4.3. 1565n»s» 

&P>CT> fiofig (4.3.1560 (p»o«So sat fiS^tos 5®Ss«fco&. -fenc SsosoesoO’Cs 
s&sa ‘Sogto3^e>jaja soar^so ^oc&j-»|3o5soaa >t3^a $£3* ~%z>o 

<s°6i. er°«d»g spctSo 3Ss?b5® gatr^as ar'tb'icb. sisjfo ga®co5® 

©SjSod&g ©ao20cj«5ci ©oaasp&s. asoa 3ggo s°ajj»as. ^ 

oasess^cr»&^» eaaco 

er»ed°g OS S&ase^O’Oj^ej aaSeo (l) ©S^pp" aofigo (2) Solids 
e^eso (3) ©c3jon»0 So4eSe». 

5t35® 75og"fo3^cbs 2sa aosga^o£sso^5® (l) sos^ifo^) (£>®sjiSo 
(3) T'C'&a (4) SPKfi (5) IS^O 3a» ©S(po3«PS. (6) (d°0 (7) ©So® 
(8) >0^$ tps. ©75 aaasa tps.5^ p^s aofigo (tr>a©o& sosas^e 
OT'O^e 3sg So aas, essCSJpeo) 7.11.1537 SPSo cr»fl 3s>et)of5 (p^coooStt 
&o&. jjas’o^roen* ©cbSso ©&s© ^s>^Os»Ose)75a “©s^spcps^;© «®a 

SsSPOse oS»gj«fce»” (The Minor works of Annamacharya and his sons) (SaOs 
Sop)too (Vol.I) ©75 (Koao5® Sofia Otj«3S3CPS3SPar o es^e> SC^T^ea (5oa 
19355® (SOsOoSejfioa. -8* fioSSo OS SCsSsO’a^Os^oSj ‘©S^ £j»p“gO 
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3(2©© ’ a&£So CPSStPSS 5»©E307P 2©aaai$boa. 

03 3&©ieP-CP&g© ©o!©3e» &PG® ©cfc>3 &)3 SPeoS*^ CPA'S &i© 
£b© (SPd&aCPco5. ©C}2o 6£Sci5b/\© ^%yOap;ir®'iy o ©:>£© eP© ©o<&®©2£P^3 
■3©5©&3 SP$>a!P2 ap© g)ifco>XVI ©o^joo^i® ©S3 ©ola^Seo 

Xr»u So© 0 ©^© ^o7PC 3ot©3o> 1962€>® &o|©o2>a&c3 . 

Solera qg^o ©^3a iss^oio^. so^eo (g©;a c&&> so© 33 ;p©d) 
&o& 33 ^ \no$o. 3 © oolca© ©p^pa ^o^acpo^npe^ 3§pa. 

SoftfS qg^wo- 30(3, 2sP«Pce. 

©oi©^ qg^eaoCT 6 © 3&>|^a3 <Sa°£©jai3 iyog^S ©3^3J®vP&g©J Sols^ 
qg 4 C3&>'<5 3o3^_j3 (Ko550( ©3o030} Sexi&jo©. 3Cb"i$£*oS3£o -8* ©o#®0^ 
3j<p 32^4 o3o s®5ao£P «p$©« 2 'aaSCo&ieP-aP&^eo a°0( (aSP*s) 
acxfr 6 jp^^o-aaoj 5PC® 3^,0©. SiSiJP© 6 3©£0 03 d&3bePCP&§©i 
£3 «3o(& ©coo3 lb© 8&>&>eP-CP8b£© ©3:3335* -8* 33:fo (KoSPO^COoO 
30: 35^0©. OifcTSfi* SCP^OjatS 3o3^<8 3o4©3 qg^CP©^ ©3:3©3P 
(‘tfCPjp^^Bo.aoKS') 33:tt> 3oi©3 qg^cj (Ko© J533& &3(p;o33o: 

5e»3:o a. 

©3^st®op&§© aoiesw 17.5.1535 aptS - ! (j&a© 3°o© 

3oo 3©d5:33:o©. 3o4©3e<5®& S*S^ CPA'SSbeo ©S^aeo, ^©ofio, 0©oa©o, 
feoS^Oeo, 2©Q 3x>3}fo 5*oSo 5©3o: 3©c$S:33:oa. §*»}_ «P$3(«(Ko 

5Peo \kjQofto, eJocS'JgP'Cb^ 63^0: 3eo3:o©. a°8^»S «P©&o:oao 

CP3J®3:a?:CPoe5 (S-CPCP32 So-CPOo 3dS:t;oo &* si© »©A3o: 3e»&>oa. 

©3 < j 3P>CP©:£© 3o4©3e esSOoesSo®^ 3r»©3 33®S:3:ePOP 

&>£©: 53 33:K: 3o4{53 qg^CT»3j apeoKaofoo: "33©:^ i3a»3?b© 0<fc 6ocl 

ao3CPg 2b© v ^ , $oSto8$8:3 ©©(Sbo#* 3o32 (3{%e»(23J»3 33^.0330: 

33^a©:iSb3ja. ©«Po43 aoacpg Soltas©©: S^CPeS* £p2pi^o5* 0 «p 

d®CP5* 6a°<3' | {5e»©5 s 32^0300 &r»G® esOfto©. & &©d5jA© ^Sapd® 
ap&§© ap£b -8« ao3CP$3: 1949^ S^fT^Ci. 0S£ ao3CP«: s?«PK 
32k_o3a<i35® »&o7P 3©d3odiiS®a 3o&: $eP$©s®e: ©T®(«Jo 23i?f“3a& 3© 
«y^o3a8j4&3^3. SoS^S. tan*a.€^S as Sol©3 ^CP©0, Aa5S»©5, 

©Saptis* S(SoSa& Ao©. ‘&CP^3»a», "^ospajto, ($Sj3&d, ©o iSQ, 1 

K& 0 , 6Aaij, w3)3 adSbajJSji, ©voS, ©o, ©j®5gaSij, ssa, ©a, £>$ 

&$£>$, ©ass»^’ So©3 £p©sp?\g SD°©i, S©3o, S©o 3ot3 SC°eo -8« 
««p$©s»© to& SSSaaePcoj. ©3 ©CL>5Sjep<paj£©ap& fx3» © «eP5©s»© Sb© 
7.11.15375a SSjio^ 32^.0© doo®C© ^ ^©ap>vP&g©aP© ©a^dbo. 


xx 



ST°«Sa 0 ®Sb «e*S©s»oSo S’S^Su*^ foOoO er>g£r°S Q-QUo- 

xv So^uo^ (1961)o «sjs ?*-cr>&§ SolesoSi p>5s £>©gs*5o 05 
0&>Sjo»-cr>^e> ar»© SoleSoS* 0*>doOS XVI So$tJ*a§ pfcs k>S<5*& 
aSa*e»|a»**&. dodj »o-T>eo Sr»|©o S^o. SSh oj$$£o sr-g^csca* Soles 
e^oo 4er*Ses*e 5 j< 3 (SPooioSudofilSa -2co£St3 »olo. SoA©*^ s^cpto, 
KS>s»e», J^S^oS* p"& 3d© ©SofoS* 3a>a*5* *©*g wOotfoa*^ 
dododlSa do£* es>o«o. Soles (3Soee>££» XVI SoJ§>oo£* jSab6o3&>a 

SP>e»fo $»t5* "Sus -fr< dka*Cga3 ©CoKi^S a*S^o. 

3SjM> Soli^S €^ct»S^ &6SJ*Sa®0S 3©®3©s*e» ©o&5£y>4«»£r s ^g 
3*C05;t» tPA^SiTO «soSo*T»taiff 6 da^cco. OSfiCoSso’cr'&^eo ©S i§0© 
s»oo^*^ ©* 0055°^ u»A~£&o &>cs &r«a» p>ccoocr>&i. s»S p>ccooOS 
5®oo 37*(©o foto 'SdSjtsa&k. 

croA'Sgjo &>£> CSSen S^otSS 5*£j e>3 wcSjS 

1922-23<5* o© p'oacio^eb. « s*/\©3> (3©j<*» ®ao*ss^* &oSn» sr»t3^ 

^ esS^ST'CP^o, a*5 &SJ*Cbo o5co g)doe»^ 1 3o$>too (The 

Minor works of Tallapaka Annamacharya and his sons’ Vol.I) ©TS Ikb©* Sod© 

3e<3ba*$;a*,j*e^o ar»© So^dgoojjS 1935£* es-S^'ScoDoSSo stMo&. 

&od*£$$ S^s^co 

3Sj?b SoIjSS qg^ej*S3 3$©^ sfoofi© "So&o d*0*oo o^SJ't&^coo. 

■awatSa &o(£>© >so. do^a o*/\'3&©5oa ir>Qo. sx^a© o*eo o*a •Sso© 
&>a>Sio£ 0© (3*53 j^S'&s ©coos* &9 ’SoSr 5 &,gt3fi» SojOiri* 63^ 

CPA’Sgjo 5>d5 S^od 0© (p^toSyd* 3d3 s*A©^) 0© Sood stoPO^SFoO 
“SccuoifuSyd 6 ©3ye» SX^dStJoS^O. 

>o*S^ 5©Sr*dc*03 s^Sy&i Od&Sgors* &^£o 35s o*Adgoe» ^ dog 
■&«$£> SbP^Sdbo, 223 K^OoacPssd^Sb 6©0 Sr»G* 5a, ©ibS©^ 8 ©$s<;o7S» 
dodooS© cpA'SgioSja 5*©*i3^ (5*3r c e?Son® (KSfoO Soj(a© 5*er*a^ 56 
agoo ss6Aoa. ©< SoSSno^S OScpSO : 

1. ©Site SofeSo&oo 5»6o z-I' l ^ r gj r t3 40lbo.5xxl8 "3 o. 5>. S*e©©}od 
s*e»A> a*A"6&© 5>a |i3*di.tjd ^joO. ^a*© c^A'S&oSo g&>[Sg^_ei» 
doa. (S*5S ©a «3*e c^g^^©*ajen ^g5oS©^6o ^diMjutieicb. 

2. [a*© (5*5s Sg©7V> es5gSo5*^a*o& zi£ow SJj^tPSo^^CPeo a^ 
©»^eo S^o*o5* J§)oa. 

3. s^^a©5*so d3^<aog^. so»^ s*o d*a^soo 5>a oso 

So*^S3 dS^j ^f»^©'^o esol SJ*S63doa. S6%®oSn», ‘a*oj?b iPtSozjjzx 
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S*S cr»t»«5...\e , 3 3CT>£35 j|<ftgae&3 3(toa ao*£ 32 aj'aoBS ‘SX^Sto 
d°£Sot3J €PS&©....’ «*3 «6o<BSoc3&g iJo^O aa^o 338 ar , 3a£oa. sja 
3«ps (aar>a'& s»sr>©. 

4. 0»A ‘Sole 32X5 2WS....V3 aa^o 5»3^6*3a£on»;&, ‘ 2s& 

ct>$>s dtoa^dk...’ ©3 aa^o as 6 2>£$<pr?>&> 4^. ax^a £°eo#* 
sja" aiban® aaaiPa^aa acy^eon® 6^. (a&a &>a 

ae^sasAs g®a3«Aoa. *” 

5. o®A "ASaew #« ^oS %6S5* •3»a©3)ab7£. “y %jV&- o®ar®iba® 

cssss&e o®8d®s *ar > 2*>3 % iJ o &>go &ar®d>oaa “&a S8oajey-a®83£e» «j®6 
&a7'&6s 33 oebaoeycpfi^co ©ad-s^a aolt^a qs^nTba aaajoaax. 

»»(£>« d»©o ‘aaajoaax’ ©3 ar»to«o aaifS&oa. s»a ^r»o» 
a»*£ao3 ©o*o. (Ao^sso, 8aas> ‘aaajoaa»’ ©3 o®3^ ao«£ 
c&a^ajon 0 gOyCP&o. - ^o$S8& -9* (Ao$off* axsp£2b3 ja’AidST'oifo 
‘aaao^acydbo’. 

6.333*5* aa^o "Sofi^ao#* ‘©3^dSx aaaoK tir®oc&>fo 0®«d®’ ©"Sa 

cpa'Ssjo >8o. 3x(aa >eo &r»c® ‘cy83®’ ©a a^ a^^aoS* &o&. 

3 oS*aoKo ©J&«JboSSo3e "Sotti d»0°ecr» 36s®;&. 3 ®So 6* qa 

‘a®8ie>3®’ ©3 aoS® ({fofio <SSsoG» 6o<Stoix aa©&oa. qty'rt 12a, 

O Q 

15a 34a aa®$r*a> ‘on^os^s’ ©a aase* A<ssotto oOAoa. 

7. ‘3ol8 338 3®3....’ ©3 5’2a^6*aa^o€T s 3 «p€fe®8o ‘«os®o8Sax>®> 

a©ao «aoas» a«a5'’ ©a $oa. ^ fta toa ‘ao&’ ©3a o^Aso^aj 
3x(a& 3®so<5*ao t/3 2x5on» aar«aon» s^oa. s®a ©8o a©n» ;&oaap. 
‘aoe^’ es^ar"toS5 ‘©aaeo 3ao’ ©3 a1i.?»8o aseajoa. <s«ao«b3 
4aa aoieaeo 3® <£3 aeo 8s®«i 2r®>© 363 5*a 33o gospels® 

<&axa a©a se^ *os®«os®e» aajs^a:’ ©A ©?h£pcjsx> ‘aaeD’»3 
>so<5*i5 aa>oa. -Sia^ejo^* qa ‘aa«»’ ©75 sj®aon® aadoaoioa. 

8. o i >A'S&o 3»eo^®a: ax^aa d°so®*aj sr»a« ajopoa 3a"&& 3a^ 

Sioo® ‘ay «Jb, *90°~ft ha xaogo aa.dSso^as 3&"S& 3a^s>oo» ‘A’ 
®3 s'I'Soaao 6oa. >6Soo ^»S6^o S*ao 12, 15, 17, 26, 28, 34, 
50, 64 an°^e»rp &3^ aja^oai aj^$3(la«S'&d ‘as’ ^o»^an» 3& 

"&65® a^oaco esOAoa. 3«ors» fttf acy^ ‘w*ai5©a’a ‘w.^a.’ 
©a ‘^ofts’a ‘^.L’ ©a a^'Soaao oOAoa. 

CD 

9. crft^so^a >so«® 13a aa^o ‘^o»a ^oaot»©’ ©3 (3*6o$o ©255 

&>o&. &o\&a >eoff 6 zt& ‘<s6o»as© jxoaotx©’ ©a ar*a«<£o&. 
a©5® $o«o ©^iiioaa^ ao^syo a»(acs aaocajoff 4 a* 

sp&j ^dSpoaatx sasxssaboa. aas^ aaer»3on» *(«’ ©^ 
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»od£os»s.eo;se> eras awoa^a^ ‘a’ s'aaj}. (Aoesjg a^aa^*!) 4 

t»aj«fc^a |Aoedo5*a o»a g£ esocoa $©*&&: s^. qv^q 

18a sa^ofi 4 ^oase <se«&>s ipo^p^a^ ‘$e<s’a>a ad«oatto a»as 

&s>a ©go. ^aasa ^sos 4 cpAd&© &a £r=ed> S^g©oa«doa. 

10. ax^aa >8o&*3 ao^ecifi 4 aa^o aa© d=ao ‘aa^aoa &>a^<3qpQcdV 

aufoasa^a. cpa >so ‘aa^ uoa a^a^a o»©c£fW. 

o*A dso&£aa •&* jaa^a (AoaoS 4 <b^g©oaudoa. 

11. aw(aa>so^ aa^aa^s 4 aa^o^a "SoS 4 >ao aa© ‘«Soajc3o^ aaaw’ 
»a ^>oa. cpAd&.« j^sod 4 «a ‘dtx&ca^ aaaw’ «d doa. ‘doa«’ 
®t 5 aaapao papa* gag cpAd&© £*©•&> ©oAgeoaudoa. 

12. ax(aa iPeoS 4 sjoaaj-^aa^o^a aae ar»o ‘«a3’. cPAdsw^a 

w -5*0 ‘uaca’ «sa doa. ■a»at3 spso ‘g^s’s aouoaoap 
•3°5* >eo ‘g)a as^a asj-acao’ «d ge^aaoS 4 souoea&aaboa. 
cr>A&t> >«■& aawaaoA* doa. ©oa^a -s* '©os 4 ^ 

acojaoo^ 4 a$g©oaudoa. 

13. ax^aa >«oS 4 s}©3 aspd 4 aa^o^a "Sod 4 a^aotf 4 ‘a^ase? aa^sadaw’ 

>60 $oa. pa cpA^&^a iPcoS 4 ‘a^e aa^aadsw’ ®a 
60a. 5 , ®>aofi 4 s ‘ao(acs»dip>Aa^aa>abd e>d sp©o^ ‘a^er’ 
esdep^h a^asoa n»a ‘aa^aa’as pao°~Aa5S a^jaa 3»cp73^ ^ 

|Ko#o£T*c5o *poAS 0 o-C 5 £o ssOAo&. 

14 . awjaa ^so. 5 4 axi^bs 4 aaco ao^a aaao ‘a^oa> 3^3 auoaa 
a^as aaoewasi aaa&aotM^a d&ipois© aaos^oso aaogpeoaa a©a 
< 3 j* 3 aaa’. adaep©& a©aa 3 a^j 3 4 a>a < jtoDn B spSbo-atood«s a« 3 °©o 

pco'dioa. cpAdgjSaa d°eo ‘atooaa°ao aaoex>a&> aaasiaotu 
sa dkspoi*© aaotaegi a»a>otu Sca^ac&aa’. auoa aepas adspp 
3 a oPtS "&& aa^^asa^ -a* Bod 4 ^s"&> 333 d°so. acp^a aa^o, 
a*>oaaAao>7v»^, dep^spo, iSoepao a^cp Krfoa sa^s 4 

a^a^a. (aa^a aw^od 4 cpa ^sj© Saa >s^d depdoa. 

15. a»(aa ^sod 4 ao^apaa^o aa© a^u ‘ax>ao©o’ ®a 60a. cpa 
3&e> d^so^ 4 5*o ‘a^aoeo’ »s &oa. 0g5cso as^agoaa s°eP 
as 3oaa aofta -apcpajcJ, aoAa osp^goo epoi3 (Aocps 4 gaud 
‘*«p>aao’ «d o»as aouoaoOoa. «soa>da ‘axaje’a^ tj^aao aaw 
viaon* dotted, eoa^da cpa^sj© d»s‘aja ‘t&p&v a aoaw esd 
d°adj n^scoaud auoaoaudoa. 

16. a»(aa >80^® a©£capaa^o acpca aaaofr* ‘|a<sp« aojacpdsso 3t3 

aaa’ »a «jjoa. cpAd&© d»so€r ‘aoo'tsa’ «a doa. a&a. 

« « ' 
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9*300© (S63r»n*3§ 3 os 3 oao 33 3o(3o»«JSP3^ J)0»sr>3^ 3*$ 3o£S0^o 

X3oS o«A *53© J>jg5o3o&o6. 

0®A*S3«d 3»(atf £o«53jX» SPO 0 3©3 JPosK* 3£5^o 5*0 30*3^ 
‘2j)A3>j’ ©3 ^)S»0»an» 3fio ‘6(CP3*o’ »* 30°3§ 3o^3 

ttPSoA* 836^)5*06. cJ$3S»0o, ^,^p>,5*,5 < eh *«oX3 3a»© lixiiSo 

0*3* 3P(«5o SPcf t,St3 6 oS 5335 *t3 «)®653© d*50£O S*3”3 j 

‘ 6X333* ©* Gr>3o |X3»o3e3&oa. 

18. 3 »(a« ip&oG* £)«a a,5*o3 3ttgo 3 »€£>Bo5* ‘>3 <JS»K«3»«’ ©3 

^oO. ooft' 8 &£wS ‘3»a cJioX03»3’ ©3 $o&. «« 3333£oi$OP3*o 

*A Sg)0030fS* «p>3o5* U»A " 8 So >0o (X 3 »ot 3 <ioa. 

19. 3»(&« >0o5* oSstoa "BoS* 30^0 tfCPjfi 333o ‘©o «3 ©03o(£533«o 
ZlOotaS’ ©3 ioS. ct»A*5o So6o 5* ‘©ott 3 ©630(3330 23ooto3* ©3 
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introduction 


SOUND 


fork is be^t Sth a i?? ^ Cause ^g^ation of sound. If a tuning 

ound is hlarf S ' T* y *“* ia * Creatk S Wave - like formations in air and 
sound is heard. Sound needs a medium to originate and travel. 

ECHO AND REVERBERATION 

to reflert^T' 1 ™ pression \ s said to last f<* .1/10 of a second. If a surface has 
of 1 I Oft fm !t? WaVBS c . ause an ecbo > it h as to be at a minimum distance 
to the wave I™ rr+K ^ on 6* Ito f t h e sound and also be equal in measurement 
WH ZZ m ° f ^ C S T d - Reverbera tion occurs in big halls and mansions. 
Sound gets augmented by reflection on the surface of the walls etc. as it also gets 
nxumshed by absorbents and loss through windows etc. It acquires a balanced 
state after its profit and loss work themselves out. After the original sound stops, 
some energy will still lie towards the walls of the hall and the ear of the listener. 
Because of this, the pulse of the vibration emits sound. This results in reverberation 
which is only a long echo. 


MEDIA 

Sound needs a medium to travel. It cannot be heard in vacuum. If we 
make a sound in a bottle wherein vacuum is created, the sound cannot be heard. 
Sound travels through gases, liquids and even solids as in air and earth. The velocity 
of sound changes according to the climatic conditions. It travels faster in damp 
air. 


SOUND: RANGE OF HUMAN EAR. 

The range of human ear is said to be between 30 to 38,000 vibrations 
per second. Sounds within the range of 30 to 4,000 vibrations per second are 
considered fit for musical notes. 

MUSICAL SOUNDS 


Musical sounds are different from the ordinary sounds which are harsh. 




While musical sounds are said to be within the frequency range of 30 to 4,000 
the upper limit gets much lowered in the case of vocal singing (gStra). 

Musical sounds differ from one another in (1) pitch (2)intensity and 
(3) timber. The pitch is what we call sruti and it differs according to the frequency 
of vibrations per second of the sounding body. Intensity depends on the amplitude 
of vibrations. Mild or strong plucking of a string on vlna causes difference in the 
amplitude of vibration and the note also differs accordingly. Timber is the 
distinguishing characteristic of a musical sound such as a vlna sound, violin sound 
and flute sound. It is dependent on the mode of vibration and the importance of 
the overtones are upper partial tones generated. 


RESONANCE (NADA) 

When a tuning-fork is sounded and pressed against a wooden table the 
latter’s particles are forced to vibrate with the frequency of the fork. These forced 
or induced vibrations create their own waves in the air. These waves strengthen 
the vibrations of the tuning fork and because of this the sound is heard louder 
upto some distance. When the frequency of the free vibrations and the frequency 
of the impressed periodic force are equal the induced frequency is called ‘resonant 
vibration . This is resonance or nSda in music. Again sympathetic vibrations also 
create resonant vibrations or resonance. Violin has a resonance box. 

‘INTERVALS’ and ‘BEATS’ 

Musical notes have certain frequencies. But while the pitch of a note is 
determined with a certain frequency in western music, it is the ratios of the 
frequencies that are important in Indian music. The differences between the pitches 
or srutis are called intervals or antaras’. When two musical notes of different 
frequencies are sounded simultaneously, the resulting wave lengths of the vibration 
being different, strengthen or oppose each other at certain points of time, when 
they hinder each other the beats’ are heard. When the first and the second reeds 
of a harmonium are pressed simultaneously the beat is clear. When the process 
is continued into the third, the fourth and the fifth, the speed of the beats appears 
to increase. When the fifth reed is included the speed of the beats appears to 
become sonorous to the ear. Speedy and orderly beats seem to give rise to a new 
note. The sonorousness of these beats appears only after the frequency of 33. 



WESTERN MUSIC : INDIAN MUSIC 


The Western music belongs to the harmonical system; it may be called 
‘svarasampradSya paddhati’; obviously it is the harmony of the musical notes that 
is important in this system. The musical notes are of two groups:* concords and 
discords. The first, the third and the fifth chords played together makes for 
concord. If the seventh chord is also added on to the concord (1-3-5-7) then it 
makes for discord. The concords are called common chords. If the third note of 
concords is of higher pitch it is called common chord of C major; if the third 
note is of lower pitch (kOmala ) it is called common chord of C minor. Similarly 
if the seventh note of the Discord is of lower pitch (komala) it is called the ‘chord 
of the dominant seventh’. Harmonical Major scale, Harmonical Minor scale and 
Melodical Minor scale are the three scales used in this system. These are said to 
be similar to DhiTa SankarSbharana, Klrav&ni and GauifmanOhari melakartas of 
kamatic music. 

Indian music has ‘r3ga sampradSya Paddhati’. One of the definitions of 
‘Sangfta’ says rSga, svara and tala constitute sangtta (rSgassvarasca tSlascatribhissa- 
ngttamucyate’). While the svaras and tUla' are there it is the raga that is more 
important in this system. Singing of certain svaras of ascending and descending 
order with gamaka is called raga. A certain pleasant quivering of the svaras is called 
gamaka and these are the raison d’etre of this system. 

Indian Music is said to have originated from the Vedas, beginning with 
the Udatta, anudatta and svarita of Rg- vlda. By the time of SSma Veda, seven 
musical notes krs{a, prathama, dvitlya, tftlya, caturthynandra and atisvarya were 
recognised in the descending order. These correspond to the present day 
ma-ga-ri-sa-ni-da-pa. Discovery of the origination of svaras in the ascending order 
and its rakti led to the recasting of the svaras as sa-ri-ga-ma-pa-da-ni. These are 
called sadja gr3ma (the group of notes beginning with Sadja svara *sa’). The svaras 
ma-ga-ri-sa-ni-da-pa in the descending order (of SSma Veda) are called Madhyama 
grama (the group of svaras beginning with madhyama svara or ‘ma’). 

Twenty two srutis (pitches) are recognised in Indian Music and the 
distribution of the sapta svaras on the srutis and their antaras and frequencies in 
the three octaves are as follows: 



srutis 

4 

7 

9 

13 

17 

20 

22 

svaras 

sa 

ri 

ga 

ma 

pa 

da 

ni 

antaras 

4 

3 

2 

4 

4 

3 

2 

tSrasthSyi 

480 

512 

600 

640 

720 

768 

900 (higher) 

madhyasthayi 

240 

256 

300 

320 

360 

384 

450 (Middle) 

mandrasthayi 

120 

128 

150 

160 

180 

192 

225 (Lower) 


Vocal singing can operate between the frequencies of 160 in mandra sthSyi 
or lower octave and 720 of tara sthSyi or higher octave. Anumandra and atitSra 
sthayis are possible only, on musical instruments. Violin can be used between the 
frequencies 120 (mandra sadja) and 1800 (atitSra sadja)in four octaves fully. Vina 
can be used between the frequencies 90 (anumandra pancama) and 1800 (atitara 
sadja). Flute can be used between 120 (mandra sadja) and 720 (tara pancama) 

SRUTI 

Attunement of instruments to vocal singing is called ‘sruti’. There are two 
kinds of srutis namely pancama sruti and madhyama sruti. The first is suitable 
generally for men and those with proudha ‘sarlra. The second is suitable generally 
for women and those with lean voice. 


In a tambura there are four strings, the brass string nearest to the user 
and three other steel strings. The brass string tuned to mandra sadja(120) the 
next two steel strings to madhya sadja(240,240) and the farthest steel string to 
mandra pancama (180)- the combined effect of this tuning is called pancama’sruti. 
It can be represented as sa-sa- sa-pa. If the fourth steel string is tuned to mandra 
madhyama(160) keeping the previous three strings as described before, then we 
have madhyama ‘sruti which can be represented as sa-sa-sa-ma 

In a harmonium taking one reed in lower octave as sadja and taking its 
ascending pancama as well as its madhyasthSi sadja gives the pancama sruti. In 
effect, playing on the lst-8th-13th reeds makes for this ‘sruti’. The madhyama 
sruti on harmonium is obtained by playing on the reeds 1-6-13 simultaneously. 

HARMONICS AND VOWELS 

When a string is plucked, it vibrates in segments of 1,2,3,4,5,6, etc. The 
wavy part of the segment in vibration is called an antinode. The points where the 
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vibration is found at rest are called nodes. When a string is plucked the sound 
that is heard loud is called the fundamental (Sdhara sadjam). The vibrations that 
follow give out certain nice notes called upper partial tones or overtones. Since 
the pitch is dependent on the length of the vibrating segment, the upper partial 
tones are in 1:2:3:4:5:6 etc., ratios. If the frequency of the fundamental is 100,the 
frequencies of the overtones are 200,300,400,500,600,etc. This is in harmonic 
series of 100, 100 x 2, 100 x 3, 100 x 4, 100 x 5, 100 x 6. etc,. So, musical 
notes are complex sounds with harmonics. The richest in harmonics are said to 
be the sounds of human voice and of strings. 

AitargySranyaka calls the larynx in the throat of human beings, a ‘daivi 
vlna’. The vocal chords of men are said to be some 18 mm. long and those of 
women some 12 mm. long. The wavelength of men’s voice is said to be any where 
between 8’-12’and that of women’s voice, any where between 2’-4’ However the 
notable fact is that the larynx of humans gives out sounds with harmonic overtones 
which is specially suitable for vocal music. 

When a person hums a tune la,la,la or na, na, na,it is not the consonantal 
sound that is important but the vowel sound. It was Helmholtz who stated that 
the vowels in a language of humans are complex sounds with multiple harmonic 
notes. It is the vibration of the vocal chords that makes the vowel sounds possible. 
The mouth acts as a resonant chamber. So it is the vowel sounds that are more 
important for music. Just as the musical notes are called ‘svara-s’ in Indian music 
the vowels are also called ‘svaras’ in Sanskrt, Telugu and Kannada. They are also 
called pranas. No doubt vowels-are the pranas in music also. 

A LANGUAGE FOR MUSIC -TELUGU 

If music needs the vowels for a mere crooning of a tune, a song needs 
a text to sing and give a meaningful content to it. While the music with its notes 
is called ‘dhatu’ the meaningful text of a song is called matu (libretto). It is the 
matu which converts the emotional content of the mood into an intelligible and 
meaningful affect. For this purpose a language is necessary for music. In South 
India it is Telugu that continues to perform this function. Telugu poets Srlnatha 
and KnsnadgvarSya have called it the best among the indegenous languages 
(dgsabhasalandu telugu lessa). Among the Sanskrt poets Bhartrmentha has praised 
the euphonic swetness of Telugu by describing the words of speech raining 
sweetness as ornaments to the Telugu young women: ‘vScOmadhurya varsinyo- 
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.mandanany gndhrayOsitflm*. RajasEkhara speaks of the sweet evocative nature 

of Telugu when he talks of uninterrupted rasOllSsita caused by abhinaya bom out 
of speech, sattvaguna and graceful movements of limbs: 

‘vSksattvanga samudbhavai-r-abhinayair nityam rasOllSsitah’. 

Appaya Dlksita vocally exults in praising the good fortune of one being 
bom an Andhra, with AndhrabhSsa as one’s own mother tongue, assiduously 
learning the prabfi2karamatam (the prabhakara school,also called gurumata) in 
purvamlmainsa, birth in a family following yajurveda as being the fruit of great 
penance: 


‘Sndhratvam Sndhrabhasa ca, prabhakara parisramah! 
tatrSpi yajusT sSkha, nSlpasya tapasah phalam’ 

Hamsa SandEsa kSvya has a commendatory reference to Telugu. 
Europeans have called it the Italian of the East. 

Dr. Carey in his Telinga Grammar (1812-AD) says: “Among these five 
languages (Telinga, Kamatic, Tamil, Malayalam and Singalese) the Telinga appears 
to be the most polished and though confessedly a difficult language it must be 
numbered with those which are the most worthy of cultivation, its variety of 
inflection being such as to give it a capacity of expressing ideas with a high degree 
of felicity, justness and elegance”. 

Dr. Cambell in the dedication of his Teloogoo Grammar (1816) says 
that his elementary work elucidates the principles of one of the most ancient and 
elegant languages of India and helps the civil and military servants on the coast 
in getting a more extended knowledge of the language of Telingana and an 
improved acquaintance with the character and customs of the fine race of men 
who inhabit that country. On Page XIII of Introduction he wrote: “The works still 
extant, however, are sufficiently numerous and various to evince the great degree 
of refinement to which the Teloogoo has attained. Few languages will be found 
more copious, more nervous or more regular in constructions and it may boast, 
in a peculiar manner, of great elegance of expression and melody of sound” (italics 
mine) Dr. Caldwell, in his monumental work“Comparative Grammar of Dravidian 
Languages”(page 25) says: “Telugu: In respect of antiquity of culture and 
glossorial copiousness Telugu is generally considered as ranking next to Tamil in 
the list of Dravidian idioms whilst in point of euphonic sweetness it justly claims 
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to occupy the first place....” Sinmilarly on Page 27 he praised the exceedingly 
mellifluous character of the Telugu Language In modern times the 

Tamil poet Bharatiyar has called it ‘sundara telungu’. Prof JBS. Haldane’s love 
of Telugu is well known. The reason for its sweetness and its special suitability 
to music is that it is a vowel-ending languaage. It means that most of the words 
in Telugu end with a vowel and consonantal endings are practically nil. The 
preponderence of end-vowels pertains to u, a and i. while the vowel ending nature 
of Telugu is the primary cause of its suitability for music there are other equally 
good reasons for the same. Telugu has yati and prSsam in its prosody which 
contributes to assonance of sounds, pleasurable to the ear. Yati is, as is well known, 
the occurance of an assonant sound at the prescribed spot. The assonance pertains 
both to the vowel and consonant of the letter. PrSsam is the repetition of the 
consonantal sound as the second letter of each line. The ‘sabdSlamkSras like ch£ka, 
mukta pada grasta, vrttyanuprSsa lend a helping hand to the language to make it 
more musical. The chSkSnuprSsa works like svarSlamkSra called ‘urmi’ in music 
(sa,ma,sa,ma,ri,pa,ri,pa) Muktapadagrasta works like ‘SksSpamu’ (sa ri ga, ri ga 
ma, ga ma pa). VrttyanuprSsa works like skhalitamu (sagari, mamarigasa, rimaga, 
papamagari, etc) IkSksaravrtti works like gSndhSravrtti. In Telugu grammar vowel 
harmony or vocalic assimilation is at its best and makes for easiness in utterance 
and fitness for music. Similar is the effect of consonantal assimilation: agni-aggi; 
bhakti-batti. svSsa vyanjanas become easy and change to nSda sounds contributing 
to easy pronunciation. Similarly nSdas become (tiga-tiva, pagalu-pavalu, mSmidi- 
mSvidi) nSdataras and they in turn become nadatamas giving the language a certain 
tenderness. It’s euphony (adagu- anagu; pudaka- punaka) as also partial- varnasa- 
mtlcarana (nindu + vera: nivvera; nera+ manamu: nemmanamu) as well as 
‘gasadadava-Sd£sa’ make for a special felicity of utterance. It is such features that 
have made Telugu specially suitable for music. 

CONTRIBUTION OF TELUGUS TO MUSIC AND DANCE 

Dance and music have played a great role in the Telugu country from 
the earliest times. In dance were two streams: nattuvam5las and natya m£las. 
Nattuvamelas led to aradhana nrtyas in temples through the d£vad3si system and 
court dance through the rajanartaki system. N3tyam£las led to the bhagavata 
samprad3ya of the bh3gavatam£las with puranic stories. 

While music and dance flourished in royal courts during the times of 
SatavShana-s and Iksvakus-temples lent the support during the Calukyan and C6la 
periods. 
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Celiavva (848-892 A.D.) CamakSmba (945-970 A.D.) PrOlama and 
AkkasSni (c. 1250 A.D.) LakumaDevi(1386-1402A.D.) MScaldgvi (c.1437 A.D.) 
RanjakamKupp3yi( 1509-1530 A.D.) and Muddu KuppSyi (c. 1531 A.D.) are some 
of the celebrated dancers of old mentioned in inscriptions. Eru nattuva, Narasimha 
mandalika , Nattuva SOmayya and Nattuva PrOla (1250 A.D) are some of the 
nattuvanars mentioned in an inscription. Bharatam Vlraraghavayya is yet another 
who flourished before 1560 A.D. 

Among writings on dance and music in Sanskrt the earliest to be 
mentioned is NandikSsvara’s Abhinayadarapana. Nandikesvara is mentioned by 
Matanga. The work is assigned to the 3rd century A.D. and all the five manuscripts 
discovered were in Telugu script. This is one of the 16 schools of BharatanStya 
and is generally followed in Andhra. JSya Senapati (1213-1255) is the author of 
Nrttaratn3vali and GTtaratnSvali though the latter is not extant. Sarvajtfa Singabhupa- 
la (c. 1300 A.D.) is the celebrated commentator on Sanglta Ratnakara of 
§arqgad£va, (1210-1247 A.D) in Sanskrt. Singabhupala’s commentary goes by the 
name ‘Sudhakara’. Kumaragiri Reddy (1386-1402 A.D) is the author of Vasantara- 
jlyam (not extant) mentioned by Kfitayavema. Pedakomati V6ma _Reddy (1402 
-1420 A.D.) is the author of not only Sahitya Cintamani but also Sanglta Cintamani. 
The two manuscript copies of Sanglta Cintamani are said to be available at 
Trivandram palace library. Kallinatha’s commentary on Sanglta Ratnakara is well 
known. He was an asthana vidvan of Immadi Devar3ya (1440-1465 A.D.). Bandaru 
Vitthala is the author of a Telugu commentary (un published) on Sanglta Ratnakara. 
He is credited to have been the recipient of a gift of 3,000 tolas of gold from 
Abdul Giyazuddin Sultan of Gujarat. Bhandaru LaksmanTrayaina, son of Viyyhala, 
was in the court of Srikrsna Dgvafaya and is the author of Sangftai SuryOdayamu 
.It is also called ‘Laksmanabharatamu’. Cerukuri Lakmldhara (16c) is the author 
of ‘Bharata ‘Sastramu’^wherein both dance and music are dealt with. Also,he wrote 
a commentary called ‘Srutiranjani’ on Gita GOvindamu. Ramamatya of KSndavldu 
who flourished during the time of Aliya Ramar3ya is the author of Svaram£lakal5ni- 
dhi. It was he who gave for the first time m£la-janyar2ga classification. The present 
day vTfia was his gift to the kamatic music. Another famous author in music during 
the period was SSmaftatha (of East Godavari district) who wrote the well known 
work ‘R3ga VibOdha’. It supports Svaram5lakal2nidhi. It introduced the constru¬ 
ction of m£lakartas with arOhaija svaras in South Indian Music. The seventy two 
mglakartas suggest themselves on perusal of this book. The present day tradition 
of vlna playing is said to have been introduced by him. RaghunStha bhupala’s 
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‘Sangita Sudha’ is too well known to need a mention. Among the Telugu works 
DamarSju SQmayya’s (1560 A.D) ‘Bharatam’, POluri Govinda Kavi’s (17c) 
RSga-tala- cintSmani and Taladasa prana pradipika, Lingamagunta Matrbhutakavi 
(17c) ‘Abhinaya Darpanamu’ L£p3ksi V5nkatan3rayana Kavi’s (1900 A.D) Natya 
Pradlpanamu, Matukumalli Narasimhakavi’s(19c) Sangltas3ra Sangrahamu and 
Bharata Sastra Sarvasvamu, Cillakuri Divakara Kavi's (after 17c). Bharatasara 
sangrahamu are the important works. Govindacary, author of Sangraha Cudamani 
is thought to be an Andhra. As Venkatamakhi’s m£lakarta-s are incomplete some 
of his melas have become janya ragas in Sangita Sara Sangraha and Sangraha* 
Cudamani. 

Among the composers Annam5c3rya, Kancerla GOpanna called Bhadraca- 
la Ramadasa, KsStrayya, Tyagraja, Peddidasa and Sarangapani are well known. 

In Telugu literature, many of the ancient poets were either adepts at or 
at least conversant with music. RamarajabhOsana, the author of Vasucaritra is a 
well known adept in music. His work incorporates some of his decisions regarding 
the controversies pertaining to ragas HindOla, Vasanta, KOlahala, Nata } Saranga, 
Kamboji etc. Dr. B.V. S3rada, has done her Doctoral work on the knowledge of 
music of the ancient Telugu classical poets with the title “Praclna Andhra 
Mahakavula Sangita Pratipatti” in Telugu. The author is a trained musician and 
the work is printed. 
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SRI VENKATESWARA 


Today Lord Venkateswara of Tirumala-Tirupati is known and worshipped 
not merely throughout the length and breadth of the Indian Subcontinent but beyond 
its borders also. The Lord has been and continues to be configurated by different 
people in different ways. Some contemplate him as Siva, others as ‘Sakti, yet others 
as Bhairava, certain others as Jina and some others as Skanda. (AnnamScarya has 
sung about this in one of his AdhyStma Sanklrtanas). It was Sri Ramanuja who 
declared this Deity Visnu in the 11th Century. He is said to have kept Tirumalana- 
mbi who had taught him Ram3yana, two disciples and 24 ekangi-s in charge of 
the temple. 


Vyasaraya is said to have brought back Vaikh3nasas to the temple after 
a long break. Tirumala-Tirupati is the centre for worship according to Vaikhanasa- 
gama. It is the example for other Visnu temples in Andhra, Karnataka and Tamil 
Nadu which follow Vaikhanas3gama. 


In the 14th century Desika and his disciples, Manavalamahamuni and his 
disciples, visited and worshipped at Tirumala. Sathakopayati, the founder of 
AhObala Mutt and Annamacarya brought the temple into lime light during the 15th 
century. The 16th century brought the patronage of Sri Krisnadevaraya to the 
temple and he visited and worshipped at Tirumala seven times between 1512 A.D 
and 1523 A.D. On his first visit he presented to the Lord a crown of navaratnas, 
25 silver plates and a gold vessel for drinking milk. Many ornaments were given 
to SrT D£vi and Bhu Devi on the second visit. The third visit made him donate 
5 villages to the Lord. On his fourth visit kanakabhiseka was performed to the 
Lord with 25 thousand varahas and Tallapaka village was donated while CinnSdgvi 
(the younger queen) donated a village and a necklace. The king himself presented 
a makaraterana called navaratnaprabhavali. The fifth visit marked the gifting of 
25,000 varahas for gold plating the Anandanilaya Vimana, another 1000 varahas 
for pulikappu and 500 varahas for udayanaivgdya apart from gifting of a necklace 
and padakam. On his sixth visit some lands were donated. The 7th visit was marked 
by the gif ting of a pltambara embedded with navartnas as also two vinjamaras 
studded with navaratnas, a padakam and 10,000 varahas. Acyutaraya and SadSsi- 
var3ya also worshipped the Lord with devotion. From the 16th century onwards 
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the fame of the temple spread throughout India. This temple is said to enjoy the 
second largest annual income in the world. 


THE TALLAPAKA POETS 

TallapSka is a village in the Rajampet Taluk of Cuddapah district, Andhra 
Pradesh. In olden days this area was called PottapinSdu. There was a smSrta niyOgi 
brahmin family belonging to the Nandavarlka sect there. (They are called so 
because of the fact that they worship Caudgsvari(Camundgsvari) of Nandavaram, 
a big village situated between Banganapalli and PSnyam in Kurnool district as their 
tutelary Deity). Nadavarikas are Rg vgdins and follow AsvSlayanasutra. NSrSyana, 
Vitthala, N5r5yana, were the forefathers of NSrSyana Sun. He married one 
Lakkamba. To this couple was bom Annamayya, who became a great devotee 
of SrT Venkatgsvara and great SanklrtanakSra in Telugu. He had two wives namely 
Tirumalamma and AkkalSmba. He had a son by name Narasayya by Tirumalamma. 
He is considered to be identical with Sankus5la NrsimhaKavi, the author of 
KavikarnarasSyana. AkkalSmba gave birth to Peda Tirumalacarya, Narasamma and 
Tirumalamma. This Peda Tirumalacarya had five sons namely Cina Tirumalacarya, 
Annaya, Peda Tiruv£ngalanatha, Cina Tiruv£ngalan3tha and KdnSti Tiruv£ngalana- 
tha. Cina Tirumalacarya married one Peda Mangamma and had a son by name 
Tiruvgngalappa. A brief outline about each is given below along with the geneologi- 
cal table. 


ANNAMACARYA 

Annamacarya flourished between 1424 A.D- 1503 A.D. (Krbdhi samva- 
tsara, VaisSkhamasa, visakha naksatra to Dundubhi samvatsara phalguijamasa, 
bahula dvadasi) He has many similarities with the Tamil saint, Nammiaivar. Both 
were born in Vaisakham3sa, under Vis3khanak5atra. WhUe Nammalvar started 
composing his Divyaprabandha (Tiruvaymozhi) in his 16th year,Annamayya also 
had tie darsan of the Lord in his 16th year and started composition of his 
sanklrtans. Both sang about Lord Venkateswara and the deities of other Vaisnavite 
temples. The pious believe that Nammalvar was an amSa of Kaustubhamani. 
Similarly it is believed that Annamacarya was an am£a of Nandaka of VisnuJust 
as Perialvar became the father-in-law of SrT Ranganatha, Annamacarya became 
the father-in-law to V£nkat£svara of Tirumala as it is he who started the 
kalyUnOtsava for the Deity. Also it was Annamayya who started the Sukravara 
AbhisSka for the Lord. 



He is said to have composed some 32,000 (thirty two thousand sa¬ 
nkirtans) at the rate of not less than one a day. He is said to have established 
the sanklrtanabhandSra in the temple precincts. These sankirtans were got written 
on copper plates by his son Peda TirumalacSrya. As AnnamScSrya was a disciple 
of Adivan SathakOpayati of Ahbbila, some copper plates are said to have gone 
there; some are thought to have gone to Tanjore. However, all the sankirtans are 
not available now. Peda TirumalacSrya and his son Cina TirumalacSrya also have 
been composers of Sankirtans. Today some 14,523 sankirtans of Tallapakam poets 
are available. 

Apart from the sankirtans, AnnamScarya is the author of V£nkatacalama- 
hatmya in Sanskrt, a RSmSyana in dvipada metre in Telugu and twelve other 
‘satakas. Among these VenkatacalamShatmya and VSnkatSswara Sataka are availa¬ 
ble! The rest are not extant. He is said to have written Sankirtana Laksanam in 
Sankrt but it is not extant. 

He is known as padakavitSpitSmaha , sankutanacSrya and Hariklrtanaca- 
rya. He is the founder of sankirtana literature, paving the way to Purandara Dasa 
in Kannada and V6nkatamakhi in prakrt . Purandara Dasa, as an younger 
contemporary, met AnnamScarya in his ripe old age at Tirupati. He even imitated 
Annamacarya’s compositions .His composition in Malaviraga ‘saranu saranu sur£- 
ndra vandita, Saranu srlpati sevita’ is on the same lines as Annamayya’s composi¬ 
tion in Malaviraga ‘Saranu Saranu sur£ndra sannuta, Saranu Srlsati vallabha’. 

During his life time Annam3carya was patronised by Salva Narasingaraya, 
a dandanfltha stationed at Tangutur in Pottapinadu, who became the king of 
Vijayanagar later on for a brief period between 1487-1490 A.D. This Narasingara- 
ya wrote a work Ramabhyudaya in Sanskrt. Saluvabhyudaya, another work in 
Sanskrt deals with his life. Annamacarya was much honoured by Narasingaraya, 
yet refusing to sing about him, he fell out with him, was fettered by the king but 
he made them fall down by a song to V6nkat£swara. The King repented his 
foolishness and made amends. This Narasingaraya was a great devotee of 
VSnkatfiswara and caused the construction of sflpanhs .mandapas and prakaras at 
a great cost, besides instituting many utsavas,naiv£dyas and abharanas to the Lord. 
There are some 14 inscriptions to this effect. He was a disciple of Kandala 
Ramanuja Jiyyangar of Tirumala. PUlalamarri Pina V&ana has dedicated his Jaimini 
Bharata to him. He praised him as ‘Sri Venkatadrinatha daya vardhita rajya’. 
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Since the author of the source book in Sanskrt for the Telugu Sanklrtana 
Laksanamu on hand happens to be Annam2c2rya and since the latter is praised 
as ‘padakavita pitamaha’ by the author of the Telugu ‘Sanklrtaria Laksanamu’ and 
since the Sanklrtans of Annamacarya happen to be the most important lot by way 
of quantity and quality among those composed by the TallapSkam poets, it looks 
imperative that his contribution to the Kamatic music should be considered here 
at least in a brief manner: 


1. Though the PotakamOru Bhagavatas and Krsnam2carya flourished in the 13th 
century and followed the BhagavatasampradSya, no sanklrtans or klrtans dating 
back anterior to Annam2c5rya are available in Telugu. Krsnamacarya’s 
‘Simhagiri Narahari Vacanamulu are vacana-s only and not musical composi¬ 
tions fit for singing the way' sanklrtans are sung. Therefore it may not be wrong 
to consider Annamayya the first creator of the musical compositions of 
Sanklrtan literature. From this view point, his title ‘pit2maha’ is justified. The 
word 1 pitamaha’ means Brahma, the creator. Thus he is the founder-patriarch 
in Telugu for the musical literature of Sanklrtans. 

2. Relying on the Telugu Sankirtana Laksanamu one can say that Annamacarya 
has revived the compositions in praise of gods and their singing as given by 
Bharata under the term ‘pada -niryukta’. One has to understand 4 padam’ as 
a short form for pada-niryukta. The pada-kavita of Tallapaka poets is such. 
Cina Tirumalacarya has indicated ‘pada-chchandambu’ as an alternative title 
to ‘Sanklrtana-Laksanamu’ and this supports the above view. It is because of 
this also that Annamacarya has become the ‘pada-kavita-pitamaha in Telugu. 

3. Purandaradasa is called the pitamaha of kamatakasangtta. It has been shown 
earlier that he has imitated a sanklrtana of Annamacarya. The significant point 
in the Sanklrtans of Annamacarya is that they are divided clearly into pallavi, 
(in some) anupallavi and vrttams. (It is my belief that the school of Sanglta 
Ratn2kara which dragged pallavi to the last three terms of the first two lines 
in elsprabandha has become extinct and that it is the result of the school of 
Sangltasamayasara etc. that pallavi came to remain a separate entity). All the 
Annam2c2rya’s padams or compositions have pallavi. One can take it that it 
was he who brought in this arrangement. Anupallavi may not be present in 
some. One can guess that he intended optionality to this. He composed stanzas 



of four lines called vrtta-s in his padams. We may call them ‘vrtta-bandhas’ 
.They are called carana-s today. Treating, perhaps , the padam as ‘tridhatuka’ 
(consisting of udgrSham, dhruvam and abhOgam in many of his padams), he 
has composed three caranas (vrttams) in many of his padams . There are some 
which have more than three, even ten caranas. 

4. Some musicological writers before Annamac3rya had said that Pallavam was 
not regulated by any rules regarding gana-s and vama-s. This school is different 
from the school of Sanglta Ratn2kara. AnnamScarya took this pallavi, gave 
it a definite quantitative magnitude as ‘two lines equal in magnitude to two 
lines of the padam’ and established it. This brought pallavi an honourable 
position and a lot of prestige. 

5. Pallavi in the form of a couple of lines equal in magnitude to two lines of 
padam gave a completeness to the pada composition and made it an integral 
whole. The idea in pallavi is the most important thing. This idea gets worked 
out or expanded in the following carana-s called vrttams/ vrtta-bandhams. 
Another idea different from that of the main idea in pallavi is not taken up 
in the same composition. Thus pallavai has become the life-force of the 
sahkirtan, one may say. 

6. Annamacflrya has not composed his own name into the last vrtta- 
bandham(carana) of his songs by way of ‘mudra’ . He contented himself by 
spelling out the name of his ista-daiva, VSnkatfiswara, wherever he liked. 

7. Language-wise,AnnamScarya’s powers of composition are inimitable. Telugu 
became highly plastic like wax in his hands. His compositions make one wonder 
whether other poets who wrote padya-granthas (books of verses) could ever 
go anywhere near him in this respect. Annam3carya made his sankirtans 
full-pledged literature of unimpeachable standards, though they are couched 
in spoken Telugu. Thus, Annamac3rya gets the honour of reviving padaniryukta 
of Bharata as pada-saipprad3ya. He has the honour of making pada- 
composition complete and integrated by makingjjallavi, which was unregulated 
and outside the main lines earlier as per Sangltasamayasara etc., important. 
He also seems to have accepted the idea of Sangjtaratnakara in considereing 
prabandha as a tri-dhatuka. This has brought about a compromise between 
the schools of tridhatuka and caturdhatuka prabandhams. With its importance 
to pallavi , the two elements of dhatu and m3tu in musical compositions 
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attained a perfection and beauty. In consequence the padams became lively. 
Many are his broad views transcending caste, community and gender prejudi¬ 
ces. We may call him an integrater of both the worlds of music and literature. 
One can remember these points as- contributions of AnnamScSrya to the 
Kamatakasangita. 


NRSIMHA KAVI 

AnnamSc3rya had a son by name Narasinga by his wife Tirumalamma. 
He is mentioned by Tallapaka Cina Tiruv£ngalanatha in his AstamahisI KalySna 
and he included some pujas on his (Narasinga’s ) death anniversary day -(Magha 
suddha caturthi) in his inscription! 1546 A.D) donating Cendulur and Mallavaram 
of Kondavldu area to Lord V5nkat£svara. Narasinganna has been praised along 
with his brothers Cinnanna (Cina TiruvgngalanStha) and Peda Tirumalayya by the 
well known Telugu poet Tenali Ramakrsna. This Narasinganna is identified (though 
not conclusively) with SankusSla Nrsimhakavi the author of KavikarnarasSyana. 


A strange thing has to be noted here. Sfi Krsnad£varSya (1509-1530 A.D.) 
who made seven pilgrimages to Tirumala during his regnal years as a devotee, 
does not seem to have extended his patronage to the Tallapaka family. Surprisingly 
he donated Tallapaka as an agrahara to VyasarSya, his guru. When Tallapaka was 
given away to Vyasaraya, it is conjectured, Narasinganna seems to have moved 
away to a place called SunkSsula (a village nearer to Ahobilam and in Pulivendala 
taluk Cuddapah district). Prosodical works mention him as Sankusala Narasinga¬ 
nna. Kavikamarasayana mentions him as a disciple of Bhatta ParSsara, one who 
knew Adivan SathakSpayati of Ahdbila. The work favours Vaisnavism and is hostile 
to advaita;deprecates royal patronage. It was AcyutarSya who later on extended 
his good will to TSllapSka family. 

As suggested by Gauripeddi Rama Subba Sarma in his introduction to 
Tallapaka padasahityamu-s5mputam-I, Adhyatma sanklrtanas of Annamac3rya, 
the Sankirtan 129 (of the Vol-I) makes an oblique reference to the fact that 
AnnamScarya had a son who mercilessly left him and went wandering away. The 
following are the relevant lines. 
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SRI RAGA 


“bayalu pandirivetti paraga jittamu galige 
dayamSll tiruga nStmaju dokadu galge 

(pallavi) 

(Adhyatma Sanklrtanamulu-Vol-I page 88/89-( 1980 edn) 

The crucial question is whether this Narasinganna and the author of 
Kavikarna RasSyanamu are one and the same person. Sri RSma Subba Sarma 
quotes from Dr. G.Calapati‘s Doctoral thesis titled “Kavikarna rasSyana kavySnu- 
sllanamu” to the effect that one Sunkasala Tirumala kavi in his work, ‘BhSgavata 
Vaibhavamu’ stated that he was the grandson of Narasimha and son of Raghunatha. 
But AstamahisI KalySna states that Narasinganna had, not one son but three scins, 
namely NarSyana, AppalSrya and Annam3rya. These are different from Raghuna¬ 
tha mentioned by Tirumalakavi. This suggests that Narasinganna, son of Annamaca- 
rya and Sankuslla Narasimhakavi of Kavikamarasayana were different. The matter 
rests there as at present. 


PEDA TIRUMALACARYA 

Peda Tirumalac3rya seems to have flourished roughly between 1473- 
1553 A.D, His mother was Akkalamma, another wife of AnnamScarya. He had 
two sisters by name Tirumalamma and Narasamma. He was a great scholar and 
held the titles Vedamargapratisthapanacarya, SiTramanujasiddhanta sthapanacarya- 
V£d3ntacarya, Klavitarkika K5sari, Saranagatavajrapanjara. At the behest of his 
father he composed at the rate of one sankirtan a day on Lord VSnkat5swara. 
Besides, he composed VairagyavacanagMlu, Srqgara Dandakam, Cakravalamanja- 
ri, Srqgara Vrtta ^atakajUdaharanakavyas, Nlti-sisa-satakamu, Sudarsana-ragada, 
rSpha-rakaramulii and AndhravSdanta (Bhagavad-gita) and Dvipada Harivamsamu 
(not extant). 

He was such a great devotee that the Lord is said to have given him a 
boon that He would give darsan to three generations of people of his family and 
grant salvation for seven generations . He has donated to Lord V6nkat£svara the 
villages Kavanur, m6ruvakarai, Kuppam, Kflangunram, Mannasamudram, Rayala- 



padu, SomaySjulapalli, Kottamuvaripalli, Erraguntapalli, Pallipuram and Ganda 
Timmapuram. He donated to the Lord Pundi and SangamkOta donated to him by 
AcyutarSya. He even made arrangements for pujas to the Lord at his own expense 
on the birthday of AcyutarSya. He gave some lands to VitthalSsvara at Vijayanagar, 
during the regnal years of AcyutarSya. He caused many renovations, got the 
Sanklrtans written on copper plates, caused the Pratistha of LaksmTnSrSyana Sv5mi 
at Alvar Tlrtham. Some copper plates have the name AnnamarSju Timmayya, as 
the scribe of the Sanklrtans. The Sankirtanabhandara was fully established since 
1540 with two vaisnavite servants, singers of Sanklrtans etc. 

CINA URUMALACARYA 

Eldest son of Peda TirumalapSrya, Cina TirumalScarya had his brahmOpa- 
d5sa from AnnamScarya. He may be said to have flourished between 1493-1553. 
He was a great scholar and held the title ‘astabh3s3 kavicakravarti’. He too 
composed many sanklrtans. He composed the Sahklrtana Laksanamu in Telugu 
as also a Dandakamu in eight languages (astabhasadandakamu). 

He had donated half the income from the village NSdiyan for performing 
the kalyanOtsava of GOvindarajaswamy at Tirupati. He had also donated Veduma- 
ppSkkam for certain kainkaryas on the day of citra star in citri, mrgasIrSa in 
vaisakha etc. 

It was Cina Tirumalacarya who renovated the temple of Kalyana V&nkate- 
svara at Srinivasa Mangapuram 1 , caused the pratistha of a new vigraha. He has 
also caused the pratistha of a vigraha of Annam3carya, (his grandfather) along 
with Bh3syak3ra, DSsika etc. He got the icons of Annamayya and Peda Tirumalaca¬ 
rya sculpted on either side of the first gopuram of the temple. As we enter inside, 
to the right is his own icon pointing to Tirumala with his right hand. After we cross 
the first dvarani, on the first pillar to the right is sculpted the icon of Annam3c5rya 
pointing to Venkat5sa with his left hand. On the third pillar in the same row is 
the icon of Peda Tirumalayya pointing to VenkatSsa of that temple, with his left 
hand. 

The D£vat3rcana vigrahas of Tallapaka family as also the tavalams and 

bhajana cirutalu (pincers, beads strings etc.) are, even today, preserved at this 
temple at Srinivasa Mangapuram. __ 

1 .T.T.D.InscriptioiLs-vol IV-No.144. Inscripation dated 22.3.1540. 
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PEDA TIRUVENGAIANATHA 

He is described as ‘sStvika subhamQrti’ and ‘sanglta satkavitvSdhika’. His 
cous in Rgvanuri V£nkat3rya says that the Lord used to dance as Peda Tiruvgngala 
nStha sang. But he seems to have left the mortal body before 1546 A.D. 

CINA TIRUVENGAIANATHA. 


He is the author of AstamahisI KalySna, Paramay5givil5sa, Usiparinaya and 
AnnamScarya Caritra. An expert on Dvipada metre, he could compose one 
thousand dvipada couplets a day. He instituted dharmakaiipkaiyas to the Lord on 
the birth anniversaries of Annamayya. and Peda TirumalScarya as also on the 
death anniversaries of his paternal uncle Narasinga, elder brother Tiruvgngalappa 
and his mother Tirumalamma by donating the two villages, Cendalur and Mallava- 
ram (in Kondavldu area) with an annual income of 620 varShas. This donation 
was made in 1546 A.D and an inscription was issued.The weaving community 
elected him as their preceptor by presenting him a sum of ten thousand varShas 
and requesting that he and his descendants should be their heriditary preceptors. 
A copper plate inscriptipon was issued to this effect. 

KONETI TIRUVENGAIANATHA 

He seems to have led a luxurious life. He is said to have known kSyasiddhi 
and Iambik5y6ga. He was the recipient of Bollpalli and Olapalli, two agrahSrams 
near Addanki, from SadSsivarSya of Vijayanagar in 1544 and 1545. KOnfiti 
TiruvgngalanStha himself donated some land to the Deity, CennarSya of Puspagiri 
(Cuddapah district) in 1559 A.D. 


TIRUVENGALAPPA 

Son of Cina Tirumal5c5rya, he has translated AmarukHvya into Telugu, 
written a Telugu commentary called BalaprabOdhika on NSmalinganusSsana and 
a Sanskrt commentary called sudhSnidhi on Mammata’s KSvyaprakSsa. He has 
donated a part of Ambattur and Tuppil agrahSrams in 1554 A.D. for the 
kalySnOtsava of GovindarajasvSmi of Tirupati. He has donated Nallattamgri and 
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PericcambSkkam villages to Arulalapperum2l of Cina Kanci in 1553 A.D. 

REVANUR VENKATARYA. 

Son of TirumalSmba, daughter of Annam2c5rya. He -wrote a kSvya, 
Sakuntalparinayamu and SrTpSdar&riumShatmyamu pertaining to Lord V£nkat£- 
svara. 


‘Peda Tirumalacarya’s sons seem to have flourished until around 1560 
A.D and not till 1565 A.D., the year of the battle of TallikOta. This family has 
served the Lord at Tirupati for hundred and fifty years in examplary devotion. 
Tsllapaka is a by word for poesy in Telugu. Annamayya is inimitable and 
unsurpassable in poetic composition in Telugu. 


xlix 



m 

WORKS OF CINA HRIJMALACARYA 

Tallapaka Cina Tirumalacarya’s works are: (1) AstabhfisS Dandakamu (2) 
Sanklrtana Laksanamu and (3) AdhyStma and Srngara Sanklrtanalu. 

. Of these, AstabhSsS Dandakamu- a composition in HanHaVa metre in 
praise of Lord Venkatesvara composed in eight languages namely (i) Sanskrt (2) 
PrSkrt (3) SaurasSni (4) Magadhi (5) PaisSci or ApabhramSa bhasa (6) Pr3ci (7) 
Avanti and (8) s3rva dSsIbhasa, was got inscribed on copper plates by the author 
himslef on 7.11.1537 (Hevilambi samvatsara margaslrsa ‘suddha pancami Budha- 
varamu). It was first published by the Tirumala Tirupati Dfivasthanam authorities 
in their publication titled “ The Minor works of Annamacarya and his sons” issued 
in vol.I, Tirupati Devasthanam Tallapakkam works, in 1935. This publication was 
supervised by Pandit. Vijayaraghavacarya.,This dandakamu seems to have brought 
the title astobhasSkavicakravarti” to Cina Tirumalacarya. 

Cina Tirumalacarya’s sanklrtanamulu also have been inscribed on copper 
plates during the life time of the author. Sixty adhyatma sanklrtanas and one 
hundred and nineteen srngara sanklrtanas have been printed in 1962 in Tallapaka 
works, volume XVI under the editorship of Arcakam Udayagiri SrTnivasacarya. 

Sanklrtana Laksanamu is a small work of seventy one verses ( and twnetyfive 
sandhivacanams or prose linkages) dealing with hymnody. 

HISTORY AND SOURCES OF SANK3RTANA LAKSANAMU 

From verse 15 of Sanklrtana Laksanamu in Telugu it is known that 
Tallapaka Annam3catya had composed a work called Sanklrtana Laksanamu in 
Sanskrt. Verse 17 reiterates this fact and adds that it was commented upon by 
Taljapaka Peda Tirumalacarya, presumably in Sanskrt. Verse 16 states that Cina 
Tirumalacarya had permission from his father Peda Tirumalacarya to compose the 
work in Telugu. Verse 17 states that Cina Tirumalacarya embarked on composing 
the work in Telugu verses following the Sanklrtana Laksana in Sanskrt (tad 
vakyanusarambugan). 

It is learnt that Annamacarya’s Sanklrtanas have been very popular even 
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by 17.5.1535. Some copper plates with sanklrtans are known to have reached 
AhCbalam, Srlrangam, Cidaipbaram, SimhScalam.Kadiri etc. Some palm - leaf 
manuscpiripts are also known to exist at StTrangam and Tanjore. This happened 
as the TallapSka family took it upon themselves to propagate Vaisnavism of 
R3m5nuja school. 

Being a witness to the popularity of Annamacarya’s Sanklrtans, Cina 
Tirumalacarya is said to have got his Sanklrtana Laksanamu in Telugu inscribed 
on big stone-slabs of four feet width and seven feet length in the temple of Sri 
V£nkat5svara following the campaka pradaksina order. Not only that. He got 
engraved on similar stone-slabs some examples of how the sanklrtans were sung 
with svaras.sShitya etc. It was Sri Udayagiri SrlnivasScSrya who discoverd these 
stone-slabs in 1949. The exact number of stone-slabs thus engraved is not known; 
but only two such slabs have been discoverd and preserved. 

A Sanklrtana in Sanskrt is said to have been illustrated for singing with 
svaras, gamaka and sShitya. Terms like udgrSha, mglSpa, dhruva, antara, abhbga, 
uga, Svrtaniyama, jhampa, ata, rupaka , tivada, adi, Ska, jySvala, adi jyavaja are 
found on the slabs as also pallavam and padam. Sri Sifnivasacarya opines that Cina 
Tirumalacarya could have got them inscribed on the stoneslabs prior to 7.11.1537. 
He has given details of this discovery in his introduction to volume XV of Tajlapaka 
G£ya Racanalu, containing Annamacarya’s SrngSra sanklrtanalu (1961) as also in 
the introduction to volume XVI containing sanklrtanas of Cina Tirumalacarya 
(1962). Two things are clear. Firstly Sanklrtana Laksanamu seems to have been 
inscribed on the stoneslabs though they are not available now. Secondly writing 
music with notation, i.e. with svaras, gamakas and sahitya was prevalent in Telugu 
as far back as the beginning of the sixteenth century. The four photographic plates 
published in vol XVI of the sanklrtan series are incontrovertible evidence to this 
fact. 


Though the stone slabs are not available for checking up the text of 
Sanklrtana Laksanamu in Telugu the copper plates are available. Cina Tirumalaca¬ 
rya got this work inscribed on copper plates also during his own life time. But 
the date of inscribing is not mentioned. 

The texts on some of the copper plates were got copied by one Sadhu 
Subrahmanya SSstry as far back as 1922-23. When the paper mss. were found 
in bad condition, some were issued in print as ‘The Minor works of Tallapaka 
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Annam3c3rya and his sons’ -Vol.I. during 1935 under the editorship of pandit 
Vij ay ar3ghavac5ry a. 


EDITING THE TEXT 

Two slightly different texts are available for SankTrtana Laksanamu in 
Telugu . The first is the printed version. The second is the version on the copper 
plates. Though the printed text is merely the copied version from the copper plates 
they are not indentical. Some mistakes seem to have crept in either at the time 
of copying from the unclean copper plates or at the time of printing taking the 
text from paper mss. in bad condition. Now that the chemically cleaned copper 
plates are available for verification of the text (at S.V.Museum on Temple 
Art ,223, Govindaraja swSmy North Mada Street, Tirupati) the printed text 
available is corrected, adopting the text on copper plates as the standard original 
text. The following are the details in this connection: 

1. The text of SankTrtana Laksanamu in Telugu is inscribed on four copper plates 
each measuring 40 cms. x 18 cms. The writing is on both sides of the copper 
plates. The date of inscribing is not given. 

2. The writing is in the old style with pum3nusv3ras for ardh3nusv3ras and 
duplicated consonants etc. 

3. The printed text shows 71 verses. The last verse on the copper plates is 
numbered as 70 only. On a check up it was found that the verse beginning 
with ‘nalugu pSdambulu noka c31una,..’ has not been given its serial number 
32; but is given after the next verse beginning with 1 visamapSdambulokarTti’. 
It must have been a scribal error. 

4. The copper plates have the verse beginning with ‘sanklrnavividha p3pa’ as the 
9th verse and the verse beginning with ‘madi dSllapakayannaya’ as the tenth 
verse. The printed text has them as 10th and 9th. The order of the copper 
plates has been restored in this edition. 

5. The copper plates begin with the following caption: 1 Srirastu Sfimate R3m3nu- 
j3yanamah.T211apaka Annam3c5rulya Kum3rundu Peda Tirumal3c3ryulu v3ri 
kumSrundu cina TirumalScSryulu Snaticcina sanklrtana laksanamaina pada- 
cchandamu’ The printed text has omitted ‘aina padacchandamu’. It is a very 
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important detail. The author has given ‘padacchandamu’ as the alternative title 
of the work. It is the ‘pada sampradSya’ that the author is mainly concerned 
with. 

6. In verse 8 line 2‘lanniyunadapanga buta yagu dSllapa’ is the copper plate 
reading. The printed text also reads ‘dSlapS’ without duplication of ‘la’ . But 
both are incorrect as Prosody gets affected. It is corrected in this ‘edition as 
dslulapa’ which restores the correct prosody. Similarly in verses 12, 15, 34. 

7. The fourth line in the verse beginning with ‘sankTrna vividhapSpa’ ends with 
sankStamkamulu valadu samanuni valanan’. The underlined reading valadu 
is common to both the copper plates and the printed text. But it does not make 
sense. The word ‘valadu’ is prohibitive in its sense meaning ‘ not required’. 
The idea that even people with a complexity of sins will get free from miseries 
from the God of Death if they sing sanklrtans of God gets restored if it is 
read ‘ vadalu’ meaning loosened and got rid of. It is corrected accordingly 
in this edition. 

8. Both copper plates and the printed version show the vrttams as‘vr’ without 
indicating their particular names. Similarly the glti-s are shown as‘ gl’.For the 
convenience of the readers the vrttams 12,15,17,26,28,34,50 and 64, are 
shown with their particular names indicated ‘ ma’ - matteba vikridita and so 
on. Similarly ‘Sta-veladi’ and ‘tetagTti’ verses have been specifically indicated 
as‘2. ve’- ‘t5. gl’.. instead of‘gI’. 

9. The copper plates version of verse 13 is ‘bharatadi granthambula’. The printed 
text reads as ‘bharatSdulu. granthapibula’. Obviously it was corrected at the 
time of printing with the impression that prosody was affected. If the whole 
is taken is a compound ‘di’ can become a guru because of the conjunct 
consonant* gra\ The author has only the work Natya Sastra in his mind and 
not the author Bharata . This is supported by his use of Bharatamu’ for 
N2tyas2stra in verse 18. 

This edition has adopted the reading of the copper plates. 

10. In verse 14 the printed text gives the last words as ‘tat prabandham amrta 
dhara b5li’. The copper plate gives it as ‘amrtadhara bOlu’. The copper plate 
reading is adopted in this edition. 
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11. In verse 8-line 2, the printed text reads as ‘tetamayye padamu’. The copper 
plate gives it as ‘tgtayayye padamu’. As there is no word- form ‘tetamu’ the 
copper plate reading is accepted. 

12. In verse 20, the last word of the verse in the printed text is ‘badade’. The 
copper plate gives it as ‘badade’. While the first reading relates to ‘krtis’, 
the second one relates to the subject ‘ krticeppinayStadu ’(the person who 
has composed the work of art). The copper plate reading is more appropriate 
and hence accepted in this edition. 

13. In verse 23 line 2, the printed text reads ‘manuju satkavitayu’, whereas the 
copper plate gives it as ‘manuja satkavitayu’. In view of the fact that the 
first line ‘sampradSySgata jnSnasahitudaina’ qualifies only ‘manuju’ and not 
‘satkavita’, the reading of the printed text is accepted in this edition. 

14. The prose link that follows the verse 37 in the printed text reads ‘munduje- 
ppina nibandhana n3ma padambunaku navayavaipbulaina yavSntara pada- 
ipbulaku nanukulaipbaina pallavi ettidanina”. This has caused much confu¬ 
sion as it purports to speak of a pallavi for the individual words. The copper 
plate reads ‘nibandhanSmapadambunaku navayavaipbulaina avSntara pada- 
mbulaku nSmambu leyyavi yanina’. The latter is the correct reading as it 
purports to give the names of individual parts of a nibandha padam. The 
next verse expectedly goes on to enumerate the names of the dhatus 
udgraham, mSlapam etc. The copper plate reading has been incorporated in 
the present edition. 

15. In verse 40 the printed text gives the last word as ‘munulu’. The copper 
plate gives it as‘ghanulu’. The context pertains to ‘sikhapadam’ which is found 
in the works of historical times, like Sanglta Cudamani, SangTta Ratnakara. 
Any reference to ‘munis’ is inappropriate. Hence the copper plate reading 
‘laksanajiiulaina ghanulu’ is accepted and incorporated. 

16. In the prose link after verse 40, the printed text gives ‘praySga sampradaya- 
mbetti danina’. The copper plate reads it as‘ ettanteni’. This latter reading 
is accepted and incorporated as it details the mode of using pallava and 
sikhapadam. 
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17. The copper plate and the printed text give the first word of the verse 44 
as ‘vugamu’ beginning with ‘vu’.This word seems to be a shortened form 
of ‘udgraham’. As indegenous Telugu words are not supposed to have initial 
‘yakara’ ‘vu’ ‘vu’ ‘vo’ ‘vO’, the form ‘ugamu’ is taken if only for the sake 
of the modern reader. 

18. In verse 51-fourth line, the printed text-reads* (pSda) yugalamuga’. The 
copper plate gives it as* (pSda) Yugajamuna’. The latter is accepted and 
incorporated as the locative form is appropriate. 

19. The prose link after verse 52 in the printed text reads ‘andu ardhacandraka 
padambetlanteni’. The copper plate gives it as ‘andu ardhacandra padambe- 
tlantSni’. ‘ka’ is a diminutive particle. It does not go well with ‘ardhacandra’. 
Hence the copperplate reading is accepted and incorporated. 

20. In verse 64 both the copper plate and the printed texts give at the beginning 
of the third line ‘vistara pSda vSdamula’. Though the poet might have chosen 
‘v3d£sa’ for* pa’ even in an SmrSdita it is shown as ‘pSdapSdamula’ for the 
readers’ convenience. 

21. The printed text in the prose link after verse 64 and in the verse 65, gives 
*y£lap5ta’ as beginning with ‘ya’ sound. The copper plate also reads 
‘ySlapadam’, ‘ySlapSta padaipbu’. This morphological form with initial 
consonantal ‘ya’ is retained only to enable the reader to distinguish between 
‘ela’ of ‘elaprabandha’ and this *y5la’ which are two different things. 

22. In verse 67 the printed text reads in the fourth line ‘bhSvajnulu valkunatti 
paddhati’. The copper plate gives it as ‘bhavajfiulu valukunatti’ without 
resorting to the snycopated form by dropping the vowel ‘u’. This latter fop 11 
is accepted and incorporated in this edition. 


DATE OF COMPOSITION 

It is not known when exactly the work Sanklrtana Laksanamu’ (in Telugu) 
was composed. The copper plates also do not specify when it was transcribed 
on them. Internal evidence is available in verse 16 that the author’s father, 
TSllapSka Peda TirumalScarya was alive at the time of the author’s endeavour as 
the verse speaks of the author getting his father’s permission. Peda TirumalScarya 



is said to have lived till 1553 A.D. This can be taken as the latest limit. 

Cina TirumalScarya has had the good fortune to receive his ‘brahmOpade- 
- sa’ from his grandfather Annam2cSLrya who lived until 1503 A.D. If it is presumed 
that Cina TirumalacSrya was in his ‘garbh2stama’ (7th year of age) at the time 
of his upanayanam he may be taken to have been bom around 1493 A.D. and 
his upanayanam taken place around 1500 A.D. Peda TirumalScarya could have 
been a young man of 20 by 1493. As Cina TirumalScarya receiving his ‘brahamOpa- 
d£§a’ from his grandfather is recorded in one of his sanklrtanas (adhyStma 
sanklrtana 39-Vol XVI), it is reasonable to think he would have been some thirty 
or thirty two years old, to become a scholar in sahitya and sanj^ta so as to realise 
the greatness of his grandfather AnnamScSrya and make an effort to pay his 
respects to him by composing this work in Telugu. It is a testimony to this aspect 
that this work runs like a panegyric in the first dozen verses or so, to Annam2c2rya. 
One may put the composition of this work around 1525 A.D. and its inscription 
on the massive stone-slabs some time before the inscription of astabh5s5dandaka- 
mu on copper plates in 1537 as AnnamScSrya’s compositions were popular even 
by 1535 A.D. 

PARAMETERS OF THE WORK 

1. This is a work on hymnody. Sanklrtana Laksanamu and Padacchandamu are 
given as synonymous titles of the work by the author. PadasampradSya is the 
main concern of the work. 

2. The first verse is a tribute to the galaxy of pada kavi-s who have sung Lord 
V£nkat£swara. 

3. Verses 2 to 12 are devoted to AnnamScarya’s sanklrtanas. Verse 13 describes 
AnnamacSrya as Padakavitapit2maha. Verse 14 speaks about the need for 
knowing die laksana and laksyas. Verse 15 records Annamacarya’s authorship 
of Sanklrtana laksanam in Sanskrt. Verse 16 and 17 speak of Peda Tirumalaca- 

"rya {father of the author) and the fact of his having commented upon the work 
and the author undertaking to compose the work in Telugu verses. 

4. Verse 18 touches padam as mentioned in Bharata’s Natya Sastra, prabandha 
in Sanglta Ratnakara and desaila in Sanglta Candrika and Sanglta COdamani 
and Sanglta Sudhakara. The need for devotion to God, humility and knowledge 
of tradition are touched upon in verses 19,20,21 respectively. Verse 21 
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commends obtaining Divine Grace or learning through a guru. Verse 22 speaks 
of poetic compositions with knowledge of tradition leading to realisation of 
God. 

5. Definition of Padam, vrttam as a four lined composition in music as defined 
by Bharata and these vrttabandhas being the three dhatus in a musical 
composition are dealt with in verses 24,25, and 26 respectively. 

6. Language regulation for padam is given in verse 27 and d&ailas in Kannada, 
Tamil, Telugu, Lata and Gauda languages are mentioned in verse 28. 

7. Padam is taken up under three heads: (1) Vrttapadam (2) Nibandhapadam 
and (3) COrnapadam in verse 29. 

8. Verse 30 to 33 deal with Vrttapadam in their variety as sama, visama and 
ardhasama forms. 

9. Verse 34 to 53 are devoted to dealing with nibandha padam in general. Yati, 
prasam, guru-laghu niyama, tala with de£i and m3tga bhOda, dhatus, udgraha 
etc., Pallavi, sikhapadam, padam with four, three and two dhatus as also 
£kadhatuka are touched upon. A variety of padams like astapada padam, pada 
malika, Sarabhap3dapadam, concept of muktaka (ch6dyaka ) and kulaka, 
daruvulu, jakkula r£kulu, elalu, gobbillu, vakyamulu and candamamapadamulu 
are all enumerated. The two lined padams are also enumerated and ardhaca- 
ndrapadam explained. 

10. Verse 54 and 55 are devoted to cOrnapadam and talagandhi. 

11. Colloquialisms, language appropriate to the character, proverbs and idioms 
are justified in padam composition in verses 56 to 59. 

12. Verse 60 and 61 define adhyStma sanklrtanams. 

13. Then, vSkyam, daruvu, candamSmapadamu, yelapStapadamu etc. are dealt 
with in verses 62 to 66. 

14. Coalescence of words is touched upon in verse 67. Verse 68 extols 
desipadam. Verse 69 speaks of how they can excel. Verse 70 deprecates 
insipid compositions. 


15. Verse 71 deprecates plagiarism. 


IMPORTANT FEATURES 

1. Sanklrtana Laksanamu is a unique work as it is the only one of its kind 
available. 

2. As SankJrtana-s and Kirtana-s are the main stay of Karnataka sangTta its 
importance to it cannot be over emphasised. 

3. Though Padaniryukta is mentioned by Bharata only in the context of $ta-s 
or prakarana-gltas, though ‘prabandha’ is a later concept found in musicologi- 
cal treatises like SangTta Ratnakara and though ‘dSsaila’ is part of this 
prabandha concept, this work amalgamates all the three into one padasampra- 
daya. One can certainly trace the origin of a devotional musical composition 
to padaniryukta variety mentioned by Bharata as‘devastutyatmaka’ without any 
upOhana and pratyupOhana (using oflnonsensicalmusical sounds). Neither the 
classification given by Bharata nop those of later classics like SangTta RatriSkara 
are extant today. So it will only be a practical approach to accept this 
amalgamation without entering into scholastic arguments. 

4.The work mentions mSrga-dSsi bhfida in tala. This may be s ugg estive of the 
use of mSrga tSla-s also as late as early 16th century. 

5. Though Bharata uses the word padam as ‘svara tSlatmaka’ in the context of 
gSndharva and Ssrflgadfiva follows Bharata in mentinoning padaniryukta, 
Padam can be taken as the short form of the latter and equated with klrtana 
or Sanklrtana. This author has used ‘padam’ in the sense of a klrtana or 
sanklrtana. 

6. This work is historically important because of the fact that it uses the terms 

krti (verse 20) and mudra* (verse44). SangTta S0ry5daya, a musicological 
treatise contemporary to the present work, does not use the word ‘mudra’ 
For vaggfiyakara mudra it says* svabhidhana vibhusitah’. (vide, ‘padam sodaSa- 
mabhOgah svabhidhana vibhOsitah s.s. 5-73). ' ' 

7. The words pallavamu and pallavi are both found used in this work. 
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8. Sikhspadamu is mentioned in this work. Generally it is not heard of today. 

9. The author gives the names of dhStus udgraha, m£l3paka, dhruva, antara and 
abhOga to what he called vrttams. If we take vrttam as a four lined composition, 
they refer only to the parts of the song called carana-s. By the way, the word 
‘caranamu’ is not used in this work. 

10. This work mentions ‘y£la pSta’ in contradistinction to ‘d£saila’ which falls 
under ‘elSprabandha’ 

11. The exact meaning of ‘citra varnaihbu’ in verse 63 is to be explored further. 

IT T3naka rSga seems to have been used in the sense of ‘tanam’. 

13. The Use of the word ‘dhatu’ seems to be on its way out. Sangita SuryOdaya 
mentions svaras primarily and states that some scholars call them dhatu* 
(ranjakah svara samuho gitamityabhidhlyate, tad£va kaiscid vidvadbhir dha- 
_ turityabhldhiyat£ (S-S. 5-2). 


EXPLANATION, COMMENT ETC. 

In presenting this work the verse, its purport and the explanation are 
given seperately in Telugu. The English portion has the purport of the Telugu verse 
given followed by explanation etc. Transliterated text in Roman script with 
diacritical marks is given at the end for the non-Telugu readers who wish to peruse 
the Telugu original. The main aim is to provide the Telugu and non-Telugu lay 
reader with as much information as possible. It is to be stated that this English 
version of the Introduction is not a word by word translation of the Telugu version, 
but generally follows the same. Technical intricacies have not been touched upon. 
It is hoped this work will be found useful. 


MADRAS 

9.8.89 


DR. SALVA KRISHNAMURTHY. 
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Verse 1. 


Tr: The illustrious leadership of poets accrues to the lustrous string of 

pearls ( of individual distinction) of the earlier gem-like music composers (of 
padams) of holy-conduct dear to Sri VSnkateswara. 

Com: This is the poet’s first verse of auspicious beginning with ‘Sri’. 

Leadership of poets is ascribed, in this verse, to the earlier holy music composers 
(Sank3rtan3c5ry2s) who sang about Lord Venkateswara. A split up of ‘prabhSvaha- 
ka + vinayakatva’ renders the facility of remembering VinHyaka also. The word 
‘Srf along with the meaning lustre, carries certain other meanings too. One of the 
other meanings is ‘trivarga’ indicating the gamut of the entire worldly life consisting 
of dharma, artha and kSma. Isvara means the over-lord capable of rewarding and 
punishing. Lord VSnkateswara has the power either to reward us with what we 
think wordly-good or progress, or punish us ( in our mudane-life). He is fond of 
His devotees. Remembering the music composers dear to Him can result in our 
worldly good too, it is suggessted. Again, ‘Sn’ means Saraswati, the Goddess of 
Learning. ‘VSm’ is the mystic sound syallable in ‘VSnu Syamala Vidy5, capable 
of giving literary talent, in Mantra SSstra. Thus Sri V5nkat£swara is the Lord with 
the mystic syllable *v£m’ identical with the Goddess of Learning, in His cheek. 
This suggests that it is only natural that the music composers who sang the Lord 
should acquire leadership of poets. No need to say, the author, with a similar desire 
for leadership, has chosen to utter the name of the Lord. 

1 .Though the leadership of poets is attributed in this verse to the 
earlier composers of padams it is not difficult to guess that the author had in his 
mind mainly his grandfather, Tallap5ka AnnamScSrya, who is hailed as ‘Padakavita- 
pitSmaha’ or the creator of poesy of devotional music. If we take the phrase* purva 
padakavimani’ in its singular sense one cannot help remembering Annam3cSrya. 
Then the phrase* vara Karaihbu’ ( the valuable pearl necklace ) springs to a new 
life. When Annam&cSrya, as a boy, had his first darsan of the Lord and recited 
the centum of verses composed earlier by himself, theLordis said to have slipped 
His pearl necklace on to His own sacred Feet and blessed him. ‘Varam’ (boon) 
is fulfilment of a desire by the grace of Gods; ‘hSram’ means a string or necklace 
of pearls. This item of the Lord presenting the pearl necklace to Annamayya is 
described in ‘AnnamScarya caritra’ composed in dvipada metre in Telugu by 
TSllapaka Cinnanna (Cina Tiruv£ngalan3tha), a brother of the author of 
SANKIRTANA LAKSANAMU, thus: 
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“As the nambi was doing the ritual worship nearby, the boy, in great 
devotion, supplicated for the grace of the Lord by reciting the centum of verses 
composed by himself earlier in His name, and the Son of YasOda, (Sri V£nkat£swa- 
ra here) made the string of pearls adorned on his body fall on His feet, thus showing 
His grace. The priest, seeing this was wonder-struck and coming to the boy happily, 
offered him “sathakCpa.” (AnnamScSrya Caritra -page.26) 

That the author Cina TirumalacSrya, is meditating on AnnamScSrya, who 
is a composer par-excellence and author of Sanklrtanalaksajiamu in Sanskrt, as 
the Leader of Poets, is the point here. 


2. ‘Pada-Kavi’, here, has to be understood as l v5gg£yakara’; ‘mani’, 
a precious stone, indicates only excellence here. So, padakavimani means uttama- 
v5gg£yak5ra or the best music - composer. ‘R2ga ’in music cannot be known by the 
mere knowledge of its regulations; a composer of a libretto-song is needed. A song 
is a composition fit for singing. Musicians call the words of the text ‘matu’; similarly 
the musical element or the musical setting is called the ‘dhatu’. Thus, one who 
constructs or composes the words of the text and the musical element of the song 
is called V5gg£yakSra , v2k’ representing the words and ‘g£ya’ representing the 
musical element. Ancient treatises on music contain the classification of ‘V3gg£ya- 
kSras’ into a threefold division of uttama (the superior), madhyama (the middling) 
and ‘adhama’ (the inferior) types as also their characteristic abilities. Narada’s 
‘Sanglta Makaranda’contains the qualifications and classification of V5gg£yak2ra-s 
and g5yaka-s (singers) in the 4th quarter of its adhySya (chapter) on Sanglta. Again 
P2rsvad£va’s Sanglta Samayasara’ considered to belong to the period 11-13 
centuries A.D. has in its 8th adhikarana called ‘gitSdhikarana’, not merely similar 
information but also the mode of testing them. ‘Sanglta RatnSkara of Sarr^adeva 
(13th century) is a famous treatise. The characteristic qualifications of vSggeyaka- 
ra-s as enunciated in this work and as explained by its commentators, Kallinatha 
and Simhabhupsla may be stated thus: 

In order to know the right and wrong form of a word, a vaggeyakSra should 
have knowledge of grammar; for a command over the language he should be 
acquainted with dictionaries like amarak5sa, etc; he should know prosody for a 
knowledge of sama (even), ardhasama (half even) and visama (uneven) verses. 
He should have the expertise to make verbal figures of speech like anuprasa 
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(alliteration), etc. as also the semantic ones like upama (simile), etc. He must be 
knowledgeable regarding rasas,£rf)gSra, etc. as also the emotional affects like 
vibhava-s, anubhavas and sanc3iT-s. He should have knowledge of various countries 
to know the intonational peculiarities (kaku-s) of Pancala, etc. He must know many 
languages to enable him to compose ‘desaila-s’ (music compositions called 
Ela-prabandha-s in different languages pertaining to different countries or regions). 
He should be acquainted with all the 64 arts like music etc. He must be proficient 
in nrtta (dance) glta (song) and vadya (playing on instruments). He must have good 
voice. He should be knowing the laya in its druta.vilarpbita, etc., modes, the tala 
like caccatputa, etc, the kala in its soundless forms of 3vapa-s, in its sounder} forms 
of dhruva, etc. He must know the six types of svara- kakus and desi-kakusi . He 
must have great talent which makes the subject on hand impressive*. He must be 
able to sing sonorously. He must be knowledgeable in d&si-ragas like SrT-r3ga, 
etcJHe must be a good speaker to hold the attention of the audience in an assembly. 
To enable him to act as an adjudicator in any competition he should be very 
objective, devoid of personal proclivities of attachment or hatred. He must be a 
man of mellowed temparament. He should be good at observing necessary 
proprieties in order to maintain the build up of sentiment or rasa. (Impropriety 
is the cause of the fall of sentiment). He should be able to compose in sweet words 
musical compositions like 513-prabandha, etc. without resorting to plagiarism. He 
must be able to construct new musical element (dhatu). He should be able to infer 
and know what others are thinking.He should be one whose compositions display 
not merely the rules alone but his genius also. He must have the ability to compose 
quickly too. He must have the ability to compose and construct songs that imitate 
different musical trends of different compositions. He must be able to produce 
gamaVa in all the three tonal pitches called mandra, madhya and t3ra without 
fatigue. He should have the capacity to do the 3l3pa in its forms of ragalapti and 
rupakalapti, with their variations. He must have intense power of concentration 
not to lose track of a sequence. One who possesses these qualities is uttama- 
vaggSyakara or the best composer. 


One who can create ‘dhatu’ or the musical element in abundance but 
dull in the composition of l m3tu’ or libretto is a mediocre composer or madhyama 
vagggyakara. Again, though one is good at both ‘dhatu’ and ‘matu’, he is also 
mediocre if his musical compositions are not impressive. 

One who can construct the ‘matu* or libretto in a sweet form but dull 
in the case of ‘dhatu’ or musical element is the worst composer or adhama 
vSgggvakSra. 

One who is a vastu-kavi, i.e, who can compose with a story element 
is uttama. One who is a descriptive poet or varnaka kavi is a madhyama or mediocre 
one. One who takes the ‘dhatu’ or musical element constructed by others and fills 
it with his own composition of ‘matu’ or libretto is the lowest and worst type. 
Such a one is called ‘kuttikara’. (vide S.R. 3 praklmadhyaya, Adayar Library 
Publication, 1976). 
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Soil aSSa® 0 foc» 3 < 3 bSi$ 

dSiS^dS} 

aay&ostT^as** 

S'SS'a 3a\oHCia£5&o «fc£>aasko^S - . 


®». o®^d°S ©a^dk SWofoSiS sa®*?b«^©lS&^eJ' , *}i5£o PS)1i*otx/P a-a 
5oo ^ ^oStj»-t5oSd &a aao 3s^n» « aao ^s'&psai'aioa. 

ar^ii-S* ^3o£* aa^oS 6 sa «sa&> ®»Sn®C6, ao&a’-cpQ^ttj, aa S 2 )€r» 
a^ra^sr 8 ©cc»a <r>ca»s ©a^aid&^ao iScbn’ 8 ^ ‘SiS'^.oojsp^ao. ©a^ax' 
<T®&g©^ «£>^S5oc53og, ©a^di^or^S", ©ajdSLr»6£, ©a^d&foSi, ©a^ax'-SPa^ 

©a ■S>6 , j r aao &oa. 


1. S'© aa^o a«c as$a 6sa> ss°t<£o s»e e^cr>©a^ot3fc s^a ©a^ 
s5oca>^ ‘ae ga^pfoo a«foos«»’7v ©a^ocoocag*^©. 

2. ‘aao’ < «fcaaa , '2ooa ©aooS 6 ^ogtx'-aoas'a 3a\oo a© aao aa 

4— 4— ©J O 

^tssai a'o&oaa t,s ©$(>d£>o. ‘ifcaaa’aoa^s&aj &«a^ 

s®s®££ aaaaa jaa^aao (as^so) sj-»c» assajoa sa^s aao 
as^aox*, eraaix’ 8 , ©aosa*x» ©o»a ao°cga^ n»ao d'&accooaa 
aiS's ©a^dsjo. w ^a^aao ©aoa a^opalk g&s aao aaax-» 

aoa^a’aioaS) ©a^K&lk. ©a^a^d&g aao acps^a & a-a^oaa 
&r i a , > eo aj5^>a j^ocs. 


JL ‘aao irasoo’ ‘a&Sa "adSispo’ ©3a saofo© a^aafoo. >oao aaaoS, 
®»c»a^ a&a& ©oo^Oi. $sesaxia sa a°o^ ac°a^ 

aajao'Cpaj: 


“7v»oasjo dsja^cssr 0 ^j^o a^oo®<?ac5°s^gSo 

aao sa^ «s3a^ai a^ssr^aospagSiii 

dsos^oa e^egjSo ss^o aaao«sS> 

a&jao^aoao-a ss^ao a^aao a^sSn 

©o»©oa aooeoa aj^as»ooa sa^yStT 

ao»©oa ^aja^Sap a«ao sa}75 a^sSSir’ 

(;r»to^. 4P. 32 ©cs®£- 25, 26, 27) 
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Verse.2. 


Tr: As Tajlapaka Annaya sang the Lord of the Effulgent Vgnkatadri 

through his padams of ashtonishing skill and excellent poetic qualities, the padam 
itself became the lastword. 

Com: In this second verse the poet makes a direct reference to TSUapaka 

Annamayya, who was not only his grandfather but also a SanklrtanScSrya and 
creator or grandsire of Padakavita. Traditionally Annam3c5rya is varioulsy referred 
to as Annamayya, Annamayyangar, AnnaySrya, Annayaguru, Annay3c3rya. 

1. All the qualifications and skills of the best vaggSyakara enumerated under verse 
1 are to be comprehended under the terms‘ashtonishing skill and excellent 
poetic qualities’. 

2. Padam becoming the ‘last-word’ could mean variously: that the padam attained 
revered excellence on account of its use in singing the praise of the Lord; that 
it sings the Universal spirit resident in SatyalOka and who is described as 
‘satyam.jnanam, anantam, brahma,’ as tha last word (tudipadam) refers to 
the highest abode of Heaven; as Brahman is ananda, the padam suggests itself 
as the seventh Heaven of Delight; that the Padam attained its acme in the hands 
of Annamayya is clear enough. 

3. ‘Singing a padam’, and ‘marking daru’ are the expressions in Telugu. A song 
is called ‘padam’ and tala is called ‘daru’. Bharata defines padam, in his Natya 
Sastra to this effect: gandharva comprises svara, tala and padam. In this, padam 
is evocative of svara and tala. Any small meaningful syllabic composition can 
be called a padam. It is of two kinds: nibaddha (bound) and anibaddha 
(unbound or freej. It can also be atala (without tala ) and satala (with tala). 
(N.S.32ch-25,26,27). 
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‘»je, ®»$, 3o®s^g'3jaa ‘n»ocse$’aoa 3a®^aoKa®, o®od£ s$o®a§ 
o®c®a§ ©aospagon® &o£ a«&$ ‘sao’. ©&c g^sikaa (©caos'aoa 
aj®to©«5* sopd^oa) a § , o3'2o^p ‘aa’ aoa&oaogooioooa. ©a a«aaoa 
©aejaaoa ^o&j aa°«»n® 6osaaoj. gp^oS 6 &r°&, ar®$o <Ssooa® gpc® 
6o&aaoj’- ©73a sjg^.4 ©o^d&o. ‘r^oacj’sss'Sa ssj®s aofto®a§ t>co. 
c3$ aofto®a^ ‘n®ao’ ©ou®eo. rc®oac^o Koasoj©o (a<53r®ftoaoa; ©a®a 
ao(3o®d&>o. ‘n®ao’ a®tefts®Cbeo gr»©pa. n®a®aogr®©on® gr»6ja ©eao 
£f3oa ao®©gr®co^ aaa® ‘aao’ ©a&o-aosootoooa. a^cer®©®© wasp^so 
s^ao a®a2 w^dSion® acySatooaotJa aao. ‘aao’s^a ©caoST&oa ar»o®^ 
n®<35b5je» ‘ar®s>’ ©ota»c6. ac^ara a^cpoS* >aa/\a tdS7®o*®a^ ‘a®«sbs§>’ 

(music/musical element/musical setting) ©oi7®Qo. a®So&ia'3oa fi®ao. auan®ao. 

9 <l. da 

■&« aEoan®ao i^a'Soa (at»a®e>so (aa®©so) 6oci ©&so ©oit®©* ‘aao’ e-gt3. 
©S(as®gg - aja ar®to ^o® ©caos'aoa aj®to aao ©a a^o. ‘£)So’ o®«© 
csps^ gaja,a)^o an®aacft>aia, a®to£o (3€r*g£ E7 # oP3ogceaaoa ac$aa®©o. 
a^o^a aa®$a<ssio acs»©on® aa^cJ. aao ©oto a°o ©au®a§ gc3 
a®(g^o. (s^a e-g a 0 ^ ©aaco. aofts -p ay off* ‘a®o’ ©73 ^ssp&t.g 
aao e*gti 6oa. a>a ar»axr®eD d®oao © s^dsp^gon® a o ooagr 8 aaj. 
(S83oq°a§ 732^a ©Co ©on®€£ ‘a»u’ s-gti. ©aaaa®a®£© toa ^t3o3 

aflafto^a jpcf^o®©so l a®o’ ©a t>co.) ©to iP^p^caoofS" 6 sa^u^ 
(Sgcc* fto®e» (1) acb£g a» (2) aaaco^aoo (.3) ©aco^g aoo ©a acj®ao 
ao°e» (ao. o. 5-57,58) ©on»oi «5soo^® ta©o aos aj-^eoa'aoaa 
‘saaco^go’. sja aod aao 3o® aoiea aao. s®n® aao ©3a aoaac 
"Soa a®to ©<§)«sooa. ©otoaaaoa®^ lea ©a®^ aoUi^a ©a®^ ©a^dsoo 
E.gtoaa^aj®o. 

A»a®aogp©on® gpo^a atsaao®a5 aofts ^a,; [Koa®€£ ^atooaaoo, aaoj§>, 
cj®agaoo ©a^a aar®a®os»sa t>co. |a«ooasoo, aaaoo ©3 3>c aaaocssoaxr® 
gauao<aooa. softs -r®^ ^oa®^ ‘^aoa® (Sooaaoo’ _ ©at^^aEoSo^ 
‘(aoa®sa’^o i3ao ^so a®sso£* ‘[aosS - aoftso’n® ieoaEoaosoa^a. lea 

gEPas aa «EPaSgr®c® aaaodsoo &x±&. aotfo®^ ioas®c a 0( acs»«sjb^ 
‘l^’ao ‘aff* ©aoo g^. gpogo^ 6 n®aa®^s^aoa^^ Ica©^ aa®©atoo 
6a^a. 6o®a*eo5j ^coaca®ao Ica©^ ao»©aoo ^ibato. &or?>S~ s>^, 
ao^cMSsoif* ica©oa®^coo; a®t3a ‘sa®a©’ ©aoaoj® ^a. c.sa®^^" 7 ^ 
a& is.a a»o^ao0a®c5Sjo e-gti 6oa. 3©onoS^ar® aj^ aas. o®aon®ao, 
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What is called gSndharva has been put on boards by 
gandharvas; it has an ancient tradition. Gana is that composed by vaggfcyakSras 
(music composers). Any composition of meaningful words suitable to music 
can be called a padam. It came into existence as a prop to svaras and tala. 
Musicians and singers call the meaningful words of song (or libretto) ‘matu’; 
the musical element sung with the notes sa, ri, ga, ma, etc, is called ‘dhatu*. 

Gana composed with dhatu is nibaddha gana or bound music. Compositions 
meant for this bound music are prabandhas. These have six components and 
‘padam* is one such. It is clear a padam is a word or words expressive of 
a certain meaning. Nrtta, by definition comprises tala and laya; nrtya interpre¬ 
tation of a padam through dance; natya is imitative delineation of emotion 
of all the three worlds. Padabhinaya has long been there in nrtya. This is 
evidence enough to show that a padam is a song, called ‘pata’ in Telugu or 
‘pattu* in Tamil. A precaution is necessary here. There is a technical term ‘pata* 
in music. We should not confuse that pata with this. That ‘pata* is one ol the 
six components of a prabandha. Sound syallables produced by hand on 
instruments called avanaddha vadyas or membranophones like mrdafigam are 
called ‘pata* (ex. dhigi-dhigi) .Again, prakarana-gitas enumerated in the chapter 
on Tala are of three kinds namely( 1 )niryukta (2) pada niryukta and (3) 
aniryukta. (S.R.5-57,58).Among these, padaniryukta is a composition consi¬ 
sting of only devotional text and devoid of upGhana and pratyup5hana 
(meaningless or nonsensical words). This is stutipadam or SankTrtanapadam. 
Thus padam! is devotional song set to music. Padam, kirtan and sanklrtan mean 
one and the same thing. Prabandha, vastu and rupaka are the names given 
to a nibaddha padam in treatises on music. These are synonyms. Interchange 
of prabandha and padam is also seen. What has been designated as dhruvapra- 
bandha in technical treatises seems to have become ‘dhruvapadam’ and is 
presently called ‘dhrupad sanglt’ in North India. Interchangeability between 
kirtan and padam has also been in existence. A kirtan is called ‘pad* in the 
klrtankar sampradaya of Maharastra. In Karnataka, klrtans in dasasampradaya 
are called padams. For example it is well known that klrtans of Purandaradasa 
are called Purandaradasapadas. There are klrtans in the vaisnavite tradition 
of Bengal and these are also called ‘padavall*. In Orissa there is a school of 
dance called ‘padavaltklrtan* tradition. Similar is the case in Telugu also. 
Padams of Ramadas and Peddidas are also called Ramadasuklrtanalu and 
Peddidasu klrtanalu. A kirtan is generally in praise of Visnu in the form of 
Krshna etc. In the South, Rukmini and Krsna are worshipped. In the North, 
Radha and Krsna are popular. When erotic sentiment, n3yika-nayaka bhava 
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' 2 ) 60 ' > JSje> 30°o33 0*330*33 1^303, "3acs®33 1^303 e>3oo 63^ c5. Jg£ 
^d®ajjgon® sa^scaa Sjtsj i^p <$*o€f® toS^ef S^SOSto, esoo 6«0^ 
«o€T« 0 * 0 * 5 ^ acsxr* s»3oo ss© le3/3o4e3€£ *)oito*»4 3 »ca>s® ^PdSsg 
«r>iP»S 33 $ 3 C « 5 Si (>SS33«P£0 SayS^Bi ‘seS’JSs'S SSr>toS 3 *)ofi»C 0 qoJ 5^3 

n®jp©^cJS3 ann^ tww «3 ©go S^&oa. datftfcoe* aassots £ 

so2b€r>e'«S3 f^adt&oa. 333?b£f e gy®a® $jon»c (So^eJ ©oscssros isc-ck?? 

30*03, >CoK d*rf30»03 qo®ot3-S. •>*£> 4e3©3oo 

spajg^ &S3 33353 30333. tSKPt «DoCb^dSViD ®»£KO*S3», 3^37®*®^, 

£^36"© g)tfoo3> S)ifc©5 433©$) esoO*"^ s®3 3o*«3oo o®& 32 £* 633too 

S3jo-3&3. *• ° 
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and srngSra became important in this worship padam acquired a delimited 
sense of indicating a musical composition full of erotic sentiment and fit for 
using in a dance performance for interpretation. One finds this connotation 
of padam in Tamil Nadu. In Telugu also Ksfitrayya Padams and Sarangapani 
padams are such. They are used more for the purpose of dancing than for 
mere singing. We know these are not called klrtans. Similarly, one cannot say 
why, the compositions of Ty3garaja, Sy3ma Sastry and Dlksitar are called krtis 
or klrtans only; it does not seem to have been in vogue to call them padams 
at any time. 
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S.II JSittBdioceS^oloSoejj ©i3i$3S 

go.ii iteSSacoeo 3 

0'S5SSx»«» »Cc«S 5OI0 SCaoOJJ»^*e 

o^aaaweo n»«5&>23g ® 

o»aaacoe» cpgd^gd&^dSisa&o^ - 

go. II i 5 oaj^JS> 3 e» ekfibote* 

$oo33xe» asisogaoojSJSss^g foCT» 

JSoes^SJSijeo »sa»iS $ 

«r 

JPoesSiSajeo o®g>gd&^di>;SdS 3 Aj£' 

go.u d® 6 oeaeo 3*6g&>es® 

^Coea>e» 3e»S328 So^pCSoO 0 
afooEMeo tt^cSg 3 
3*{5ot»€» £T>g 3 °g c&^dk2£52x£" 

go. ii "SdSotaea iSPo^cSg 

SPfiouoeo JSOgSiJjijoeS Ibes* 

«Pd5ocjie» gjdSoes^ 

ajdSot^eu o*g£»g d&^d&aaaasf 

°*" 0 "gd«g ti^aj^oTOjtt 3og«r*3e>sa 2 bS S 3 do 3 35^3 Soles 
Sn»«» OcrotSiSo'tj «>3- ““ 

g&AlS^oaj. 32^ $5^3 Zy^S^oTP S^So 33^cx. SSjojO 0 © 
2 ^ot^ 2 i doll. jSjj» 2 gg 3 ©^ 3)t3oO 3J"»&>coo. 3«ii5sr>d3 5 ®d 0 J 5 oo°ox. 
(n®dk5iegi tf^> 3 >cx). ( 3 J 

SSj 2 »jS 5 Oofofi® do*j®cx. 3&i focr>©geSi^)©^ 3 aS 3 "S^coo. 

32gJ§> ■5'^.JJ) rbCPoS 6 S^SO?) doO'cao. ££ 3 $ 53 ;i >3 

2)45i©2j •CSr*2>OvSO'2)§ 3e»{5s®33 esoss^o e?>K 52)^^>cx. (.zji) ** 

3iSKe3; ^apSgjSS^j e&SP3n® &>©2>3^cao. c 3 sS«J®KdP©oe 55 i ff£SS «53 
«JSj) 0 »a«CP>eir» ®^ar»cDi. 3e»3**€£ 3&>gn» aojfoSb^oootj'ax. ( 5 ; 

»a '4a»<. 3 ) 0 *e»j*o> 3“^ -&33 23<r» 3 S»ca S)cs»spa»^. 

»eJ5oe» w3«e52&5t33. ( 6 ) *“ 

CJ CO flo 
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Verses 3-6: 

Tr. Tallapaka Annaya’s sanklrtanams (devotional hymns) on Sri 

Venkatacalapati may be delineated thus: 

They cleanse our sins; help configurate devotion to Hari; generate 
all the miraculous effects of all mantras; protect those that sing them (afford 
satisfaction to the singer-musicians). (3) 

They are colourful to the mind; break, the groups of bad qualities; 
are fastened on to the pure qualities of Hari,the progenitor of Brahma; act 
like miraculous collyria (alijanams) in spotting the treasures of wisdom.(4) 

They are essences; bring the grace of Hari like an unrelenting 
shower of rain; become ambrosia for all the Gods; act like pleasure trips to 
many countries. (5) 

They are verily the VSdas; enunciations of scholars in PurSnas 
musical notes of poesy from the vlna of VSni; those that have pleased the 
good people.(6) 
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ST»£. ©a^iSod&Mj SO°e» d'd SFOaoicsao x^s*©! aiO(5*d°aae>5* SS ^d3o; 
SPfc3§ SSjo^oS 4 aajP>a]ka (SijnSo doCS ©O^dko. (>«ba S©5bo 
ttPd&So 3a toes 38ai© ©a^aodS^So ao3«j ioaj^ wdfca 

‘ao'Se©^©’ ©3 atfo 'Sogta^Ojrf &|teo-a ^2o. 'SooTS ao3 
ttPdSfcSto. -&« © 0*0 ©^aj’-O’O^ 3©j3€r® ©$>©©oaadoa). foSon® 
&o<£ SO S^d»o fo©} 3e»ai§®atT‘ , Sl Sea Os®©.- ©ozsSeu Si3® ai©£f® 
S®dSr®£* ©iJ^ e£aas®a^ fo3 wKu®S§ ajS aj©$*>c5S7*eo. 3ogto*$© 
ao&ao S^SsOcHoSj ©da®an® SoS&oCSoto s»dSo ^atfootfaSS f*©OS 
ZvZoTboQi. t,g©S 1©^ ©o£S&SS §*®)aa©as3j 32o SOiJiSjjo gtf! 

■^ogt^©}^ a©$3a«r>ScJ-®6. ©a^axS^SCPeo q^bal ©a^S© 3 «cr®dl 
6d®dS7®a^ (SjSj aSb^iSon® 3"5^ 3o®eSi, Sj^ 3 aJb^iJon® 3"S^ r* 
CTOoST", S»OCPS2b^don» 3"S^ S®SP£©go £>aj®(3o bh&%). «J»t3 S®©a^3 
%>&> si«Poi3a ©atoo. 

Q 

1. ‘gJ»«ST ao*g3’ ©3 0°<fc^^oi ‘i©a’ ©3 SOo3)t3o&. S©3i*$© 
fo«®ea> d»oo‘&» lea. ©a 3«ajn® aa^aco. ‘£©so a»a$* (3®go 
6er» (SrpdbSo’ ©a $p©^« ar®u. ‘so£cso $Ka<5® foog©^ ^ax^o’ 

©S ^JSiO^Kado. $Kao3ba ib©&), foCT®©a^, iboeao 7V®ao 3d3c£too 

ao&ao. sjo $§£* $r>Kaja 3a^aaa©o &k. aaaa £££® Saba'S |*a», 
a^©o, d®a-$>aa, ©o^a, aoaa, o®a£, a^, ©a^a'Saaeo (ao)%|aff®3 
©oae^sS^dsas sa^aasj. (I.*. 7*cr>s &>o& ^J.*. i7*or®a aa©a°g $n>© 

33*06® oS, 6fi£k(3$r®ao adaoa3 3d^©. e^ospcdotf® ajs*©®^, 3*o 
(I. *. 10 *o®g3®i3'3 3©3%d5»e n®&>e>go6®3oa. a^O©^ qg^JSieSa 

3»®aojaa®d&>o s®a*o®a§ aapa. (ga^togoS^ t^aaa bsi&tsg&o a-qysa). 
asS*©'^^® i©as®8 so(3o®d£r®a3 o®6 c&e^doa. 3®£><3cT, 3bs®o®Sj 
aot3 $ga©o &aaa»s®a£ s®©e»o. -©« £©as®o ao0a®di>o€r® s®©&<si> ao0 
epdbaja, jj »©^.6 ao[aD»c33baos 3o&> ao(az3°(3S7»e»a^co3. St36® s®©6dSi 
ao0o»dSjo iea/aoiea aa©§ as^5j»«io ©aa-ca^. spo ^.6 aojacj°dS5o 
© ©igiotjjoa. ^ a’ao ‘aaa«’ ©s ‘a»©ga’ ©s ©aoo 

*%• »joo B 'p'o5i ©a^^ag^oa aaaos ooifoisc 3S^ao. "laooaj© ap>^ 
aacfcojraja h&o ‘aasco^’a^a aoA«s©o^g©o (5-58, 59) 3^a^a. lea, 
aoo aa7*an»^ ©a a^o. ga^a «j°a.^®a ^©oaecpaj© ‘^ada i »ar>’oaj 
l^aoS), ao°e3& ©atoo 6oa. o°^0g s^Ocson* aj^a®^ ?b£3o i> <§’ 
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Com: Those who sing the Lord by singing the padams of Annama- 

yya need no other mantr6pSsana-s.(vide verse 23) It is suggested that they 
have the miraculous effect of mantras. (Saluva Narasingarlya, patron of 
Annamayya for sometime, put him in fetters for his refusal to compose a 
padam on him. Annamayya is said to have addressed a song beginning with 
‘sankelaliduv£la’ to Lord V£nkat£swara when miraculously the fetters fell 
down unlocking themselves. This incident is recorded in A.C. by TSllapSka 

Cinnanna, a brother of the author of S.L. These sanklrtans are the easiest 
means to spot the treasure of wisdom like collyria in spotting the buried 
treasures of wealth. Singing Lord V£nkat£swara does not merely bring the 
Grace of the Lord like an unrelenting shower of rain but also gives the result 
of worshipping all the Gods. It is only the Absolute that can give the results 
of various other Gods. V£nkat£swara comprises all Gods. Annamayya’s 
padams are in no way inferior to the V£das, PurSnas and KSvyas which teach 
us the way to get fulfilment of our desired objectives and avoidance of the 
undesired by their commandments, friendly advice and affectionate sugge¬ 
stions respectively. This is their literary and scriptural value. 

1. The word Klrtan is from the verbal root 1 ‘klit saihsabdan£’. Singing the 
auspicious qualities of the Lord is klrtan. This singing pertains to V'snu, 
often. Ancients have spoken about the singing of Lord Visnu: ‘Klrtanam 
munibhih prCktam, hareh 1H5 pragSyanam. Srlmad BhSgavata says* sa- 
nklrtanam bhagavato guna karma n&mriam’ -meaning singing the names, 
qualities and miraculous deeds of the Lord is sanklrtana . No need to say 
that this is part of devotion to God (bhakti). Among the nine types of bhakti 
all others like sravana, smarana , p5das£vana , arcana, vandana, dSsya, 
sakhya and Stmanivgdana get covered in sanklrtana. India went through 
the bhakti movement from 7c. A.D. to the end of 17c. A.D. In South India, 
MahSrSstra was subjected to foreign invasions even by 10c. A.D. It had 
to protect its own religio'n and social structure. NSthasampradSya seems 
to have helped in this direction. (In Karnataka VTrasaiva movement of 
Basavana came up later). Klrtankar sampradSya came into existance in 
MaharSst a. Devotees like N3md£v, Tukaram gave a fillip to this. There 
are two schools, namely Naradlya and VarkaiT in this sampradaya. 
Naradlya school may be said to be much closer to the klrtan /sanklrtan 
method. Varkarl school imbibes more of bhajan paddhati with the 
audience joining the klrtankar. This klrtan is also called Harikatha. Bharata 
has defined padam as being evocative of svara and tala. S.R. calls a 
devotional panegyric padaniryukta (5-58,59). It is clear that klrtan and 
padam are synonymous. Purandaradasa’s ‘d£varanamagalu’ in Kannada 
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are called kirtans as well as t>adam« 

MaftarSstra and Gujarat perhaps due to the & 1S * ? 0pular Deit y in 
Rukmini and Krsna are worshipped in MahaJs^f p ' ox,rn,t >' ot Dwaraka. 
Gujarat and North India have San If'^"‘’t 

songs m the Va^navita traditions of Bengal are caikd padsvlfrandklmps 
point ts that sanklrtan and padam are synonymous. That this padam 
and the classical term prabandha are also synonymous is confirmed by 
the author s use of both the words in verse 14. ^ 

‘ Man “f Myata iti mantrah’-‘that which Protects the practitioner because 

of the e f 0n ’ rV the ,. etym ? l0gy of the word ‘mantra’. MantrasSstra is one 
of the esoteric disciphnes. A mantra is to be kept a secret always Even the 

ToTthe K t PreCe K 0r 1S r n0t t0 be revealed - ^ japa saent “Potion is said 
o be the best; repe ition of mantra being audible to the practitioner is mediocre 

(it is called up5msu); repetition of mantra audible to others is the worst method. 

Also the power of the mantra is to be inferred only by its effect (kSrya)- the 

mode of its working will not be clear to us. The significant point is that the 

powers of mantras are attributed to the sankirtans of Annamayya. Not merely 

this. Sankirtans are to be sung full-throated. This is against the japa metho- 

d.More significant is the point that these sankirtans give the miraculous effects 

like mantras despite the fact that they are sung in a full-throated fashion. 


3. Treasure-hunters are said to use various kinds of collyria to find the spots 
where treasures are buried. Ointments applied to the eyes, a betal-leaf or over 
the surface of a thumb-nail are within our hear-say. Treasure buried is 
concealed. An anjanam is a miraculous easy means to spot it out. Similarly 
are useful the padams in visualising the wisdom treasure concealed in Vedas, 
PurSnas and KSvyas. That is exactly why the next verse says the padams are 
verily Vedas etc. 


4. All living beings desire happiness. It is of two forms: fulfilment of the desired 
and eradication of the undesired. That is Veda which teaches (us) a supra - 
mundane method to this end. This is how SSyanScSrya has defined Veda. Vedas 
are apaurus£ya, not composed by men in mundane fashion; they are said to 
have appeared before the sages who were seers and heard by them. This is 
the traditional belief. In sangTtasSstra also apauruseyata is attributed to 
‘gSndharva’ because of its hoary tradition (afiadisaiiipradSya ) etc. (S.R.4-2). 
Indigenous tradition called ‘g5na’ is said to be paurus£ya on account of its 
dependence on the composer or v5gg£yak5ra. AnnSmacSrya’s sankirtans are 
obviously ‘g5na’ and hence human creation or pauruseya. When these are 
called Vedas it is tantamount to attributing apauruseyata to them. This makes 
Annamayya a drasta or seer like those of Vedamantras. The suggestion is that 
Annamayya’s compositions are inspired ones and that he is as good as a rsi. 
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5. Annamayya s padams are called excursions into various countries or regions. 
This description is meant for drawing our attention to the intonational 
peculiarities (kSkus ) of the sankirtans. These ‘kakus are mainly six types: (1) 
svara kaku (2) rSga kaku (3) anyarSga kaku (4) d£sa kaku (5) ksfctra kaku and 
(6) yantra kaku. Kaku is modification of sound. A shade of one musical note 
in another is svarakaku. This occurs in a melody called r3ga. The main shade 
of a melody or r3ga is r3ga kaku. A shade of a melody in another is anya-r3ga 
kaku. Shade of intonation found in different regions or countries as being 
natural to them is ds£a-kaku. Ksgtra kaku pertains to an individual human being 
as his body is also considered a particular shade. Shade of melody that is heard 
on vlna or flute is called yantra kaku. Here, one may say, dSaa-kakus are 
intended. 

6. Sankirtana sampradaya of Annam3carya was not new to the Telugu country. 
Krsnamacarya of 13/14c. A.D. is the first one we know of in the bhajan 
sampradaya. He is the grandsire of Sankirtana Padakavita. His compositions 
called ‘vacanam -s’ are estimated to be more than 4 lakhs. During his time 
Potakamuri-bhagavata-s were well known. It is learnt Krsnamacarya recited 
his vacana sanklrtanams in the presence of these Potakamuri-bhagavata-s. 
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Verse 7. 


Tr: The ‘satkavita-s (excellent poetic compositions ) of Tallapaka 

AnnamScSrya are exemplars and protectors of padakavita; they make bad poets 
shed their pride; they are verily the graceful glances of Venkatacalapati. 

com: Satkavita brings to the mind asatkavita too. We are aware of the 

usage of the words satkSvya’ and ‘asatkSvya’ also. Composed with and helpful 
to the purity of spirit (satva) poetry or a poem becomes sat-kavita or sat-kavya. 
The three guna-s called satva, rajas and tamas condition and monitor the nature 
and conduct of aU living beings. AlamkarikSs explain that the mind untouched by 
rajas (principle of activity) and tamas (principle of inertia) is itself satva (principle 
of self-abidance ) and its excitment is enjoyment and bliss. One suggestion is that 
AnnamScarya’s padams, excellent compositions as they are, are signs of bliss. 
Another suggestion is that they exemplify the best way of composing padams. 
Protectors of padakavita only means that they protect this genre of compositions 
from their name getting sullied in the hands of incapable composers. It is wellknown 
that Srinatha, a major poet in Telugu and contemporary to Annamacarya depreca¬ 
ted padakavita in one of his catu verses by equating it with old and sa ggy fornicators 
and widowed-whores. Those who are not satkavi-s are called kukavi-s (poetasters). 
They are incapable of writing satkavita. Such poets shed their pride on seeing these 
compositons. Such are the compositions of Annamayya. (It is a characteristic 
feature of Telugu literature to praise satkavis and deprecate kukavi-s). Not merely 
that . When they are said to be verily the graceful glances of Lord V6nkatapati 
it means they are purifiers and donors of bliss. ‘Yat£r drstih kav5r vacah’ (the 
glance of a yati or recluse and the word of a poet ) is the adage of the ancients. 
The glance of the recluse and the word of a poet are said to cleanse and purify 
us. A poet is also described as ‘varnanS nipunah’- one who is skilled in describing. 
The sanskrt word ‘nipunah’ means not merely the skillful but carries the etymologi¬ 
cal meaning ‘a thorough cleanser’ (nitarSm punSti iti nipunah). Whether we take 
Him as Iswara (Siva) or Krsna, V6nkat£swara is the master of Y5ga (y5g£swara). 
The padams of Annamayya have been described earlier as mantras. In mantra- 
SSstra, mantra itself is the deity and when it is uttered, the deity shines as effulgent 
light. Such a light is generally referred to as kirana (ray) in a technical sense. So 
Annamayya’s padams, mantras as they are called, represent the Lord Himself as 
Light and become his glances, sui-generis. This is the great idea here. 
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(prosody) or vyakaramf(Granunar^). Here w^have'to'understand ihat 
poenc compositions (padams) exemplify , he 

2. Like in music we have m5r?a anH 

languages too. In Telugu this m3rga-dSs, bifurcation mnS^fo^JV - m ? gen ' ms 

an inscription of Desari Pan4a ( II « A . D ) and later on to the wSdnts 0?^^ 

tSL existMce of dfcii 

also press that it could have been prevalent earlier to 9c *S before 'ft go, 

recorded m inscriptions. UCIore 11 S 01 

Desi tradition is of two streams: Padyakavita (poetic composition in 
indigenous verses) and pada-kavita, (indigenous music compositions) It must be 
stated that pada-kavita in Telugu has not acquired the same recognition as 
padya-kavita. Verses composed in indigenous metres of prosody are seen in 
inscriptions. Addanki inscription of Pandaranga (848 A.D.) contains a ‘taruvdia’ 
verse; slsa verses can be seen in Kandukuru inscription of Gunaga Vijayaditva 
(848-892 A.D) and Dharmavaram inscription of Calukya BhTma (892-929 A.D.); 
‘madhyakkaras’ are recorded in the Bezawada inscription of YuddhamaUa (927- 
934 A.D). The existence of versification in the indigenous (desi) stream precludes 
the absence of padakavita and suggests the coexistence of both. Telugu is known 
to have had a work on prosody as early as 10th century. The Tamil work 
‘YSpperungala-K-Karikai’ (10c) speaks of a prosodical work in Telugu by one 
Vanciyar (vanciyar seyda vadugaccandamum). It is only in the Gudur inscription 
of ViriySla KSmasSni (1000 A.D) that one finds the verses of campakamala and 
utpalamSla marking the entry of Sanskrt metres into Telugu. This suggests the 
prevalence of indigenous metrics alone earlier in the Telugu country. 


Pada kavita of d5si tradition is mentioned in PanditSrSdhya caritramu 
of PSlakuriki SOmanStha who flourished at the end of the 13 century. MallikUrjuna 
PanditSradhya belonged to the 12th century; he was the founder-leader of 
5r5dhya-saiva-sampradSya in Andhra. Palakuriki S5man5tha in his work on 
Pandit3r5dhya describes that devotees of Siva accompanied PanditSrSdhya on his 
journey to defeat Buddhists in argument, singing tummeda padamulu, prabhata 
padamulu, ananda padamulu, sankara padamulu, sanja varnana and ganavarnana 
padamulu. (Tummeda means a honey-bee. The word occurs as a refrain in the 
songs of that name. The bee represents jiva according to BhuvanfiswarT samhita. 
Parvata means SrT&aila, the abode of Lord Mallik5rjuna_-a saivite pilgrim centre 
of great importance, situated in Kurnool district of Andhra PradSsh. Parvata 
Padamulu are the songs sung by devotees while climbing up the hill. Sanja varnana 
means description of the evening; gana varnana means the description ol the 
pramatha-ganas-both important to Siva as He dances in the evening and pramathas 
are His attendants. The rest of the names are clear enough). 
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th ? ugh -ent on treating Telugu as 


one of the PrSkrts, have been mentioning’aTS ^ “ 

Yet they cannot be said to have treated Padakavita J ^ dlge , nous metres - 
KavyalankSra CudSmani of VinnakSta Peddana(1402 1407 j^ prehensive wa > A 
manjari and UdSharana but not YaksagSna in 

slsa, gTti, and different types of akkaras trbadi caiman k u 

as also taruvjsja. Chandbdarpar.a of Manta U435 A.B) .mat?,S' 9^'of 

cTakavitSdat' IlSTm f *1 Uksa w5 ra SangS? of 

Citrakavi Peddana (1550 A.D.) teaches how the different kinds of raeadas can 

be used smtably or talas like 'triputa" etc. in Yaksagana. ‘SaraaMdhra Vraratua- 

kara of Vellatur, Ltnganamantn (c.1600 A.D) gives padalaksana as 3 V* 

of 5 matras each plus 1 surya gaija of 3 matras, with prasa both at the beginning 

and ending of the lines, with caesura after 2 gafias in each line. Metrically speaking 

( 5x3+3“ 1 Sinatras), this is KarnSta Caupadi only but for the nomenclature of ganas 

as smara ganas as found in music treatises like S.R. ‘Appakavlyamu’ of Appakavi 

(1656 A.D ) repeats what Citrakavi Peddana has said about ragada and YaksagSna 

but also adds lSlipSta (lullaby), pendlipata, dhavalam, suwala (pounding song), 

‘ardhacandrikalu’. It was Laksana Dipika of VSrtSkavi RaghunSthaiah (after 1656 

A.D) which not only mentioned pada laky ana and YaksagSna laksana but also 

brought different types of songs under one head as ‘madhura kavita’; Padams, 

daruvus, £l5s, dhavalas, mangalahSratis, sobhanas, uyySlajSlalu, jakkulargku pada- 

mulu, candamSma suddulu, astakas, ekapadas, dvipadas, tripadas, catuspadas, 

astapadas are the songs covered undear this head. Laksana SirOmani of Pottapi 

Venkataramana Kavi (17c A.D) makes a mention of S.R. and Arjuna Bharatam 

and categorically states that ElS-s are padams and that they should be in accordance 

with ‘suladi-s’ of music. As they are tied up with rSga, tala etc. he relegates them 

to music , severing their connection with literature. (L.S. 3-425,426,427). 
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Verses 8-12. 

Tr. TSllapaka Annaya’s padam-s are a surety for the eradication of all 

sins. The judicious who know the benefits and sing them get the protective care 
of Venkatacalapati.(8) 

If (these) Sanklrtan-s on Sarvgswara (V5nkat£swara, the God Almighty 
) are sung even those whose minds are burdened with an amalgam of various sins 
will be free from the fear and sadness caused by the God of Death . (9). 

If TSllapaka Annaya’s padams are sung with devotion the Feet of Sri 
V6nkatesa, bestowers of various riches productive of pomp and luxury, will be 
realised (10). 
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The Enemy of Demons, (Sri V6nkat6sa ) having fallen for TSllapSka 
Annaya’s poesy of pleasing phraseology became un-interested in the utterances 
of others.! 11) 


TSllapaka Annaya’s verbal innovations are beautiful. They become 
V6das (the infallible scriptures), sSstras (sciences), puranic stories, essence of 
wisdom, rows of Sgamas the very contents of mystic formulae, ethics an&morals, 
pieces of art, the very secrets of God’s chamber-Pleasures.(12) 


£ om; There is a pun on ’annaya kovidula’ in verse 8. Splitting it up 

as ‘3 + nayakdvidulu’ yields the contextual straight meaning of Those or such 
judicious scholars’. ‘Annaya + kOvidulu’ is another way of splitting the compound. 
It means those well-versed in the compositions/personality of Annaya. It means 
those who know the devotion, personality and scholarship of Annaya and sing his 
songs will get the protection from VenkatScalapati. How are these two things 
connected'? The Lord is devoted to His own devotees. He is more pleased with 
devotion to His devotees than to Himself. This is a concept well known m 
Vaisnavism. 


In VerselO there is a pun on ‘padamulapai’ in ‘tSllapSkannaya padamula- 
rjai’ Padamulu means sanklrtans; it also means the (two) feet. ‘If one gets devoted 
to the feeT of Annaya and sings his sanklrtans, the Feet of the Lord will be 
realised’ -is another meaning. That Annaya after leaving his mortal coils has 

tpadamulu’ means the same thing and appear repetitive. 

tu. , , th vers e speaks about Lord VSnkateswara being captivated by 

M^nayyaVry 

.0 Lord 

that with KrisnamScarya’s devotional inearli d y- ^ dashing (wilh 

and that with Annamayya’s erotic panegy i SankTrtanaLaksanamuis 

a lust for life). (Anna, cantra page 42). It is prooaoi 

slightly posterior to AnnamacSrya cantra. 
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1.Verse 12 qualifies the padams/sankirtans of Annamayya as ‘krti-s. 
Etymologically, that which carries the skill is krti, a literary work, a musical 
composition, a painting, a sculpture etc. This particular usage may be the reason 
for this nomenclature sticking to the compositions of Tyagaraja and others later 
on. This is a much better word than the compound 'kal&khandamu currently used 
in Telugu which is an uncouth translation of the English expression ‘a piece of 
art.’ 
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Verse 13-17. 

Tr. The great creator of the poesy of musical compostitions (AnnSmfica - 

rya ) defined the signal characteristic regulations of padam extensively codified 
in works like NStyas&stra called Bharatam, etc. as also the model kirtans on 
VCnkatacalapati. (13). 

If one can understand the modality of the examples and regulations 
of padam as enunciated by such AnnaySrya as described above and compose, such 
a one, even if he be a green-horn (lad), will become a maestro, with his 
composition being comparable to a gush of ambrosia (amrtadhSra) (14). 

TallapSka Annaya, the top preceptor, intending to freshen up 
sanklrtana, brought forth its governing principles in Sanskrt in such a way that it 
afforded pleasure to the best of poets, that it stood in complete agreement with 
&stra and that it drew encomiums from connoisseurs (15). 
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preceptor for aU.^amthe dSSfhteSa^ t*’ Timmal3rya who is lhe 

C Tl •« ■„ \ he word ‘P>tam a h a> means Brahma, the Creator. The compound 
padakavita-pitamaha means the creator of pada-kavita or poesy of musical 
composition. Th.s title-like compound may originate either because of the creativity 
of one s compositions or because of their sheer bulk or quantity. To say that it 
is a title of Annam&c&rya, the question as to who conferred the title on him has 
to be answered. There does not seem to be any evidence even to say that Saluva 
Narasinga R3ya, who revered and patronized him quite for sometime, bestowed 
the title padakavitS- pit3maha’on him. A.C. merely states that Narasinga Raya 
listened to the captivating padams praising them as ‘unseen and unheard of’. Cina 
Tirumalac3rya (c. 1537 A.D) knew about the presence of ‘Andhra KavitS-pitamaha’ 
Allasani Pcddana, in the court of Sri Krsnad£var3ya during the period 1509-1530 
A.D. Pamiliar with the title of Peddana, Cinna Tirumalacarya, perhaps, thought 
it fit to call his own grandfather ‘ Padakavitapitamaha’. 


Brahma, the creator is said to be four-faced; and poetry is classified 
into four streams, namely asu (extempore, vistara (extensive), citra (the wonde¬ 
rful) and madhura (the sweet one). As Brahma, the Creator, creates the world, 
the poet creates the world of poetry. Such similitudes seem to have led to the 
formation of title-like compounds of ‘kavibrahma’, ‘k2vyakamal2sana’ ‘kavitfi- 
pitSmaha’ etc. However there is no doubt that the title-like use of ‘padakavitS- 
pitSmaha’ is justified in the case of AnnamScSrya in every sense. He has composed 
32,000 sanklrtans, RSmSyana and Srngara manjari in dvipada metre and 12 satakas 
in Telugu, V£nkatacalamSh5tmyam in Sanskrt and various prabandhas (gita 
prabandhas?) in many languages. A.C. bears testimony to this. In Telugu literature, 
NSraySna Bhatta, mentioned in Nandampudi inscription (1053 A.D) was ‘kavirSja- 
s£khara’ in Sanskrt, Kannada, PrSkrt, Paisaci and Andhra languages. Baddena kavi 
(c 1150 A.D.) called himself ‘kavyakamalasana’ and was referred to as ‘kavya 
caturmukha’. ‘Sivad£vayya (12/13 c.) held the title ‘Andhra kavitapitamaha’. It 
is well known that Tikkana is called 1 kavibrahma’. KamalanSbhaiTiatya, the 
grandfather of SrinStha.was also a ‘kavitSpitSmaha’. AllasSni Peddanna held the 
title ‘andhrakavitSpitSmaha’. Annamayya is referred to as ‘padakavitapitamaha . 
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saafo^ jaSago. sos^ao, ^^©o, 
T’g'&a, aj’KO, ‘S^a, CSPCg, ©a($o¥o, «ojgo - sp ©g^a.oa ©a^ga 
3J^a*Ba. spa^g cr»apd5be» gg©# 4 t^.2S aa©s®&a$t~ja ©2^p»a?gaaa 
(©a&a. ©2^«pi!pg2&££ apga^a aoi3iP£a ©©^dSao. Tboaag©&'3^ paspa^ 
ot3 a*aa d*SS3^5S5J3o ©^SPa.^ ao^oSoSo. a¥jogS*aa^agr>fi ‘«^tp£p 
ga«PjaS>e»a&a\ g^aolga e^ogg ©caaa «pgd»g aaQgoaaeP-CPga^&a gtf-»£ 
w^sr»3?e5o£go (7-11-1537 ;p&a) (PA^gbeaSbes 35k.oa;p8o. s»7v> 

JJ©a «P©®ooaa ©a^aadi^gb a©a$P5>©3 3©?a 6oaoo aotpa£«Sa. ©& 
sp'tfdSapgaaS <fcosa©&a <3PK£©gpe. 

so^eefr* aa^osr* ‘aa<^qg^»aaj©a’ - ‘©©^taosaaa’ ©a^&a saaw, 
(S«oa&» »'&ic3»ea aap;pgs»©an® spesattuo Kaaao-cx 0 ©. 

aca^s 4 aa^oS 4 {pn»aw©aj g&saea^&a ©eo^gp^aaiS ga^a^o 
©©fcajpga (Kt^o-cro©. spao ©ofj aa^apgo; ©a 6^ggpao7?> ©ouaoa. 
¥a°, a^, gpao, gao, Koao ©3spt3a (gaaop aai^aaoo, ag^oS 4 
auoji'aoo, gotSa 4 ax»aoo, ipe^.© 4 gja-apaoo, a^go^.© 4 spaa ax»a 
ooa© asaa^gj apgo, 6^go g©a?k©aoa. 6^s»a^ aa^&a £®gi3a ‘gao’ 
«»aoa>&>©tx>oa. 3'§s®aa$ao© s a ^oiadsaea^aaa ea^Saa aga«oa^t> 
e^a^aoA* apgjioT&a ©©agg©a^ot3 ^a^od^o. gao^a $pao&sa. $r»ao3a 
gao^as. (a^pa l^s 4 ga«^ ajps^ga a©©s) ©a ©©opg&a© ©a^a^dsao. 

aaj^^aa^ofi 4 ga ©aa^ ‘aa aao^dk’ n® sayg^aa. aa ©gbaa 
©•^pga^S otf ©gaaaocs^, aaaai^dsj^, ©goaa©£^©, ©ar^fc&a, aaa^, 
aa^ ©aa^, aa^ ©gbaaodSa^orpS - , Sagb©gbaaeJ ©di^oTPS', ©gaaa© - ©3 
Ibg© 4 a^aa»6oaao ©oa. a_ 

a&a'S© 4 aa^oS 4 ‘agapap^d5aaapa"aa’ ©'^ta agaaaaa ©o"la «g^o, 
A **W&°’ li^° ® a ® c S e °l «*©*T^ waj^dSbaco ©ota tiSo, ©a^go, 

a©(ac3»dSao ©a ©cgoa. agax’ar^dSaaa'3 aa«aoo»al ©'©a'Seso, 6©^.^ 
"Saa ©a^¥o, aaa^ao|ao»dSao ©3 aoiPaags®© ©$(£PdSP©P godSagao^coa, 
epfoocpcoa. £pgga©a ©aaga aa^aoa ^Spoaaaa^. 
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Along with this, ‘asta bhSsSpSnditya’ (being a scholar linguist in eight 
languages ) was weU known in Telugu. Appakavi (1656 A.D) enumerates (1) 
SSnskrt (2) PrSkrt (3) SauraSeni (4) MSgadhi, (5) PaisSci (6) Culika (7) Apabhramsa 
and (8) Andhram as the eight languages. MallikSrjuna Bhatta, author of a part of 
BhSskara Ram3yana in Telugu was ‘astabhSsakavimitra’. It means that he was like 
the Sun among the l astabh3s3kavi-s\ According to the inscription of Pencukaladi- 
nne, NScana SomanStha was a scholar in astabh5s5-s. Nissanka Kommana also 
was ‘astabh3sakavit3 pravlna’. TSllapaka Cina TirumalScSrya, our author of 
Sanklrtana Laksanamu , has composed a dandakam in astabh3sa-s and had it 
engraved on copper plates on 7.11.1537. So it is probable his grandfather, 
Annamayya, knew many languages. It is also one of the qualifications of a 
v3gg5yak3ra. That in verse 14 the words ‘padam’ and ‘prabandham y’ used in 
the compounds ‘padalaksyalaksaijamulu’ and ‘tat prabandhamu’ mean the same- 
thing and are synonymous, may be noted. 

In verse 15, when we understand bh3vajna-s as rasik3-s the implication 
is that they are knowledgeable in Alank3rasSstra which may be called rasa- sSstra. 
Modification of mind is called bhSva. It is in the form of excitement. This 
excitement occurs as a result of auditory, tactile, ocular, gustatory and olfactory 
sensations and activities. The distilled essence of this excitement is called rasa. 
Fine arts try to convert our awamess of mundane sensations into a bewitching 
enjoyment of rasa. There is no emotion sans rasa; no rasa sans emotion, (na bh3va 
hinOsti rasah; na bh3vo rasavarjitah). This is the thinking of 3lamk3rika-s. 

In verse 16, the author calls himself ‘Cina Timmaya’. Cina TirumalSca- 
rya was variously called Cina Tirumalayya, Cinna Timmayya, Tirumala DIksita, 
Timm3 DIksita, Cina Timma, Cinna Timmanna, Cinna TirumalayyangSr, Ciru 
Tirumalai Ayyang3r and Tirumala. 

In verse 17, there is the phrase, ‘param3mnay3sam5namai’ the compo¬ 
nent ‘ paramamu’ carries the meanings, the first, the best, and the most important; 
similarly the component ‘3mn3ya’ means the Revealed Scripture (V6da), the 
Teaching (upad£sa) and the tradition (samprSdSya handed down from teacher to 
disciple). So the phrase can mean the Ancient Veda, the best teaching or the most 
important tradition. All the three meanings are correct and good. Readers may 
choose the one they like. 
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1. $Si$0 6#a«gO^«S &>d§^ 

^oAeJ ^^(Koqpej ©©(KlPo-cr®©. ae<3b£k> ‘;po£T\^/ gjd. &£ 0-CS2PS»©o 
(l.^p. 100-(l.5. 300. Sl555^s»©o es>© ©o-dSP. s)S 2Ptp>£j)§ o°S3 
SosjoOoO 3oAtf^Sj»€P£©gr> ^©e^n (KoSo. (£d«3b3l ^5co Sep©, 
gj-PS^aS ao^(#g£eo3^oj 9 cd&>sp^ ePd (flo53°©i s*dg^&>.) $K5«&s3 
&P©>Si $P2S-CPK-0’K>''e5 < a*ckptt£, a&jo&S ©go 32j)i£P 

£>og©25 (Koa&iS ©d«Sb&) gS^a^ ©£> ©afcP&S ©2SS®5o6oa. s»£) ;ptj£ 
3\i,o^ SOS^e ©&cgo5®«», a^a^ap^arweij sa^a^; K'Z'fiQkezr* 5_§ 
ga£J&><Qboa. ©od5o^£{ <0255® t,g 6>S^ 8©o©;p&a a&^a&y 

acPjfisPOj S*^©, aa©ko. §*:3»©|?ioOog^cr»£3o. ££© (Ko$So So^2>^j3gt3 
242 s£s»©<§® ©©o©oa. c*3 [I.?. 3-4 5. jpeSs© $p©3^&>. aj<aofoa 
‘esp^*’ tjcr^sa. (I. 5. 5-9 5. 2ija^a^oeSo4J»Co. g’odSSo (I.g. 
5 5£Pg ©3 2S2S»^€T>Cb. tScr^Sa CP«bg£ ©©©Ss.o^oaooo^d 

(11^) tstxb&>^ i3a es«^g &>eo3 ‘Soft&dr^aod’. eKcSgJSieoSo ^PSig^S* 
^>5^ib£) §*&>gj. [I.?. 1134-43 JSXS^^’SoatSo^cy. ©lb a ^©^©ajfj^^eoS) 
‘£oA<iS Soa»gi5o’. SX>>e»&> i^p^ipsy. (1.5. 1175 (£po£&osp&>. 
0^§"Sf' 3 l z>oK$ ccj^ggo’ ©txiso^oa. 55 . (i.s. 1230 

(aPoiSc§) CC5»5. fei^S cSg^ffl ^o^fJir»d 1s e»iSo ‘tbaC3«g<3’2b'$ oP^SP^iT 0 ^ ((|.5. 

1380 (£Po.), q&^&'SacpcSSie ((1.5. 1446-65) ©;>a ©cp^oayaa g© 

SPi^aj ‘geP^a’ «3 S^SP^PS^ (oP-Pdo. ‘aoft«Saajdk;>do’ 

2S}iSo?fo<0, <5® ^o 1 !! -$>6\.otaoS>; baKCy*£T°ex>& (KoJJPa)^ ^©^Srs 0 

K2£>g 1140 -1380 (1.5. a^a^s*©;^ daa7p $p©ap&>. 

5t3©® JSsa^olase^ogd aoAseo^scpa^, aoAsao(agaj, aoAaapcpaida, 
adWsoqpgtp^ 18 aa^oS® go<5®3p ibS^ip^ao. s»a gd©"^ 3a^&>. 

2. s«g«ka ^n»ao<5® ‘(aeooa’sj^a Tpaa'ta.o. pga^a aoAaa>g 

doao©®3 fPd&gqgjCJoS® ‘(SsjoawS (aoA€Pa®£di> 4>-34 §®) 

©S(S<sp»ko. aoAaetp^gdoS® asjgjppas (S«oao, aa^, &r«ago ©3 
axr»&>ap^ aos©s s)©» 3a\udoa. 

CP^a* 3)P(3 *p Sago ajOsS 6 ^ 
aos^c&o a«aa^ (atx>a®, aao, dpag&j” 


(aoA.ser^. 4-6) 


1. In verse 13, Bharatam etcetera includes certain other treatises on drama, 
dance and music. Bharata is the author of N.S. The work is assigned approximately 
to the period 100 B.C.-300 A.D. This is the earliest available treatise on dance. 
Music and literature are also'treated in this, in so far as they are relevant to dance. 
Though it is known that SilSli and KrsUsva, the authors of Nata SQtras existed prior 
to Bharata, their works are not extant. The word ‘bharata’ is sometimes ,said to 
mean an actor, one who could sing with bhSva, rSga and tala. This makes room 
for saying that Bharata is a fictitious person and that N.S. is a compilation of the 
work of many writers. However considering the fact that N.S. is remarkably free 
from inner contradictions and self contradictory statements as also its keen powers 
of observation, one can believe that it has been composed by some great man. 
Next come KShala and Dattila. K5hala’s work is not extant. Dattila’s work, in the 
form of a gist called ‘Dattilam’ in 242 slCkas, is available. This is thought to belong 
to 3rd/4th century A.D. Next comes ‘BrhaddSsi’ of Matanga. This is assigned to 
the period bestween 5th and 9th centuries A.D. Some think it to belong to 5th 
c. A.D. Next comes 4 Sanglta CudSmani’ of Jagadekamalla, son of Calukya 
S5m£swara. Jagadekamalla was a reigning monarch between 1134 A.D -1143 A.D. 
‘SangTta SudhSkara ’ is the next work, composed by HaripSla MahTpSla who ruled 
SaurSstra c. 1175 A.D. Next comes the famous S.R. Its author is $2rfigad£va. It 
is thought to have been composed around 1230 A.D. Sarvajfta' SingabhOpSla 
(c.1380 A.D) has written a commentary called ‘SudhSkara ’ on this work . Again 
KallinStha employed in the court of DSvarSya II {1446 A.D - 1465 A.D) has written 
another excellent commentary called ‘KalSnidhi ’ on this. S.S.S. of PSrsvadSva 
mentions Matanga, Bhoja and SomSswara; and it was Singabhupala who quoted 
PSr^vadeva for the first time. So the work is assigned to the period between i 140 
A.D. -1380 A.D. Among these, the author of S.L. expressly mentions S.R., S.Ca, 
S.C and S.S in verse 18 without mentioning the names of the authors. 

2. ‘Prabandha’ is a particular form of music (g2na visCsa ) in bound 
indigenous music (nibaddha d£$i gSna). S.M. gives expertise in singing prabandha-s 
as a qualification of a singer (prabandhagSna nisnStah ) (S.M.Sang. Adhya .4-34.sl). 
S.R. gives three names to the form of bound music namely prabandha, vastu and 
rupaka; 


‘sa c2sm2bhih purSprokta nibaddhamtvadhun6cyat£’ 
samjnatrayam nibaddhasya prabandhO vastu rupakam’ 

(S.R.4-6) 
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zoha a&>db;>©o 

‘(aao^apaSoSSi (®OS©e>o. 4-1) 


eS3S\{aAo&. J)i3£f* ^SootfSgo Rtf, ST»d5^, (SooCPoSj SPttu&jtfWSja. 

Rtf(5t5oO°e», «T»C5^(S£X>CJ°e», di^^d&JSjcSPO. ©PSSSSy^a CPJ^o^ 
- OpSs®©^ <b> 1$ wepa^&o^T* SPtteattjtfb^a. OU^Ss 0 ©*^ e>oto jjgj^toSh 
S>dSiSbo-Oa cr>K0»o»e5* w«pSo3cS3^eSo. JSSoJS^a SSs-JStfg ^d5o^ SPs° 
S^&o&stfbaja. aSo0e»tfao3a 2tfS 0ex>9°^§ 


3. acPjeoFr 6 Stf^o e*g3©Son» wSjSbdbg aoS^tfoS* 35)^3 3tfe^e» 

*^®S tt&SPgoXo »&S©oO 0°Si tfibTbfi' 6 Sol©^ qSjCJjSilS (Tioq® 

»i" ‘wT&eoatftfj^cBP^’ ar»OSjoiS»SS^. 0o$$3a.<5bo £>2bt3, ^SCS'OSb 
-&*^(o$o (oPdbu&itf^a? J^apesaoS^So ^dSjtitfstfb^a? Sa,db0aptJ 
ar*e Soootfo <DePot3a? ©>3 «th 3$ ‘j»Jk»o453tfb«^d5jo’ wotPtSo. Soloa 
SPSbSScpaS e^e^CT 0 ©) SS^dSoo, aa©3;p (d»$ (SaPesSo. ^tf^aStpSo 
3otto3o. jSsP&JiJ)!^ ^3 , ra0 # ©c»20i7$)«3;5 & 5)j3 £P (tP©i3;p) e>as*©b3J. 


4. aoS^tfo^S 35.SjS)tfS^^^ ‘wS^tfO 0 ©’ s-St3. «^0 3 o«$5p 
( tf'fcD cjodb &» 9 £&o. qo£o ld*tfo 20 ©5w+2?t>tb^r)©i, 2d°ao 8©a»+ 
27b, Sd^tto 16©Si»+2?b^ 4sJ*tfo 12©+2?b. 

5. SdblSS® 3d3^o rbolk^tS qS^ng©, {JStfsJPiPS^o. CPtffi*© jTioCS 0 ^ 5T^<r*c 
So33 tfo(d ©^>2005* ibPe^otf «T°S®£©c&> tsJbaOaP S©ba7?> 3a£©P»o€i* 
Pi a ,er e& £>dbon* 32 p&> «3oo£T* «»«S^&d&£ jKoqpSS 6S^jd»JSPdgtf^o 
&Ss 3r>©ofi» AajtfS SJs^Stooas^oa. ttiSjJkdb^ SoS^tf^7!o4So ©^os^^Cb. 
o»»5 aja *p2|?otf6s©e»o eao»»§ £||SiPoco;p ‘a©aaV 3*£aaooa© 
jsjp©^o«(33p^ ^da^as tf»aspc» p^^oa&A ©a^dko. 

6. iPS^owoto tfCdbBrt^ A^«o5* 3k3 atfjaaPTto. qa 8-taaos»aay. 
a©jSa*or*S»JStfi3. ©dbiSsPSS 3»^S©S»aajy 0©bO^5T>63 33^ooSMMtoy 
Saj-tfo^ «a(d»d&o S*aa^S»oc® «$p©n» 6oo»®. 
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PSrsvadSva’s S.S.S. also gives the same names: ‘prabandhO rupakam vastu 
nibaddhasySbhidhatrayam’ (Adhi 4-1) Among these, the word ‘prabandha’ is used 
in the case of glta and vSdya . That means there are what are called glta prabandhas 
and v5dya prabandhas . The name rupaka is used in the case of alapa and certain 
prabandhas. AlSpa is of two kinds: rSgSlapti and rupSkSlapti. The latter, rupakalapti 
means alapa for a song in the prescribed raga and tala. The word vastu is also 
used in contradistinction to varnaka. Vastuprabandha is distinct from vamakapra- 
bandha. 


3. The 14th verse, one may say, indicates the ‘anubandha catustaya’ 
(the fourfold correlation) of S.L: both his grandfather's work in sanskrt as well 
his present work in Telugu. The subject matter of the work, its contemplated utility, 
their relationship and the readership for whom it is meant, constitute the fourfold 
correlation. Here the regulations of pada-compositions called sanklrtanams and 
examples of the same constitute the subject matter. Acquisition of knowledge and 
ability to compose the sanklrtanam-s is the objective. Their relationship is that 
of the objective and the attempter. It is addressed to all those who are interested 
in learning and equipped with good powers of receptivity and retention; even boys. 


4. Among the uneven verses (visama vrttas) in Sanskrt ‘amrtadhSra’ 
is one. The number of syallables (aksara-sl alone is important in this metre. The 
first line consists of 20 laghus+ 2 gurus. The second line has 8 laghus + 2 gurus. 
The third has 16 laghus + 2 gurus. The fourth or last line has 12 laghus + 2 gurus. 
The author does not mean this verse. 

5. The 17th verse constitutes the statement of the author’s aims. It also 
suggests that his work is as authoritative as his grandfather’s when he says that 
he, having been permitted by his father who had written a commentary on the 
same work , would follow the ideas in original in their sequence and .render them 
in Telugu verses so as to please the scholars in the science of music. Annamayya’s 
work is not extant. Though it cannot be said that the Telugu work is the translation 
into Telugu, the author’s intention to follow the order of sequence makes this work 
also as much a scientific treatise as his grandfather’s. 

6. ‘Vakya ’ is defined as words used with the intention of communica¬ 
ting. It may be a single word or more; it may be addressed to one who is present 
before the speaker or to someone elsewhere. But the meaning should be self- 
sufficient. 
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7 ..‘soto* «&«> .a p* 3 ^ 

(ummwko <fc |4 ■WtoSxre'y* <*»> <^s»a^ *s^«o£ 
p*s Mfc&f IfM*!* vyrysc&W 16 . o $“ Sji- „ 
> s oatw^. «s»i* o'**' “i 3 i 03 o^**™*)- 

i«W **& Ires ° a;j " ss °*?%® 

^ araa’astfwsj, assess s&s*x&s ass^c*^ trisa^ 

: ->4. -aessa,^^^ *x*o\& *)°^ 

.IwlSew’ ‘^CF»KcS33a7^s»A«r>e»’ C3o33 aSSO. eS^Sxfrg qg^cj^oqv® 
21 Tie5$&J&e , cn > Cb£&a 3®^P^*5° (SPC&So wdki5&> 2d5o&>d5 *«S}_ TTOST 1 ^ 
&r«0&>o&. 16 2S£o€T*S) ‘©oto^T’ ‘So^ c&>&>2o<3&oS’ «9^JSP , toe» OS 

tffcjfaw&ctt ‘^> lc;5 ea®a«p*3S «*& **&*« 0 

s^om. •&»><* *>*>* «&» 

w'Sj’OoO &ou»sl30 ^4°‘ 
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SiiS oloes 0*238 2220(20*8530 SiSCSSS 

&n eSodcSSs Soto 80*^88 (2t3OO®0*£3S32332 SsjSSsStgCesaSco 
ssoo-aa s>oft«* 3o(as»$?© <353 023 &>$i r t)c£u<s&>s>£coiS2x> 
«iS3eiSiS^oO®8'2oSt3 Soto 2J*e*23e5§ 08303^.3*03 S22o3 
OS^Soto SoO®SS (Ko2o833So23 •to5j r ©CSeaS'oa>Cai5Soo 


$n Aho* 3 coosjctila 207*0332 

23023C 830-2 23023 323 © 

ay» -csr^ aesoos 2322*23 

gSSSg e ^ e > S3oeSb S * 2^2233 22233 18 

o®naoie323$ tiCoS* 2232^ -e* fi’Sj saso(So*dS3o ae^oOaoto 
33^230. -&• ‘sc’Si^a ‘sotooo^gso’ (St3oo®o*£853o€T* as^esAoa; ‘soA# 
2q2S’5* $2,023 3^25*0 3*2o $<J$3t3&o&; Soto 30(255* So22o$ 
‘SoAiJ ax^Ssd’S 22o SesSou^TooO ; ‘SoAtf 230*58o’ 5*23 32^83&o&. 
-5* SoA* (Koo»©3^ot3§ 23J*©332 $82 23263$ 5* 15 »0*£ 

d53o5* 2}i$S&o, 21*5220, 38302 22o 333252 $>85* <&» 22^22o 
$85 i383&0& -S*22$3. 

£T»^ii 00250, -S-*22£o5* Soi5 233 22232, Sol82 20(20*8530 22So(3 
0*853203 2^0 $232^23. ®o$S»8o. -8* 2220(20*8530 2Sifc3 S*iO£** 
^S*oo 230(5 2232^22 oSP&c&Ssa 3$£ ^Oo2 SoAtfStf^gSo, 

2oto 20(25, Scto 2r*C»23e5, SoA« 230*550 2ot3 ^^^oo»03 3^ 
2*^dS30iJCP 0*2 3323KS K3S3d*SoSO*£3^ (23^3 2X ,I 3232^23. 

1 . USOiJo «oto 2222332 (2ctoon* 32^6323202^ 2*0£*\«^,o. 2®3S* 
©28530 S*2o «3 ,# ^gCc»-2jO(5 < 2C5 0 2*03 sjoaoCf® 32^6oi3. 20*35 SotsoOo-O 
2^2, 27*8, 283o2s*a e^cr>03 3S^2 ®0*£8S30 15 t»3 (Ko$SS{£ 3^23. 
$2o ar*tffi* t S^o S»%, £f®o8T*co3, 635*0® 2o3(2e»©S* ©©232^2. btSif 6 

s®$233(2e-3o5* 2T“[2$3 8 * 32.8530 15 «90®£8S3o€T* 6o2. €Po€J*gx> 835*0* 
233(2o5^ 14 «0®£853o5*$ 2S3o2. 2s2 (rtoOS^ 2*S$3 s*%230(2e» £*8 
330222°% 

w233«^ 5^3»©2: 

•>0* *g3©®3* 2>82^ooi3*0 Sodfibo^* 

228300** S83*^ 28326300*23 2r*OJ«J*ll 


45 


Verse 18: 

Tr; The great pada-tradition called Sanklitanam is being explained. This 

pada is spoken of in the chapter on prabandha-s in the beautiful work SangRa 
RatnSkara; enunciated under ‘dSsaila’ (desa+613: indigenous 613 ) in S.Ca. ; its 
corresponding work S.C. also waxes eloquent on pada; S.S. also gracefully includes 
it. This padam has been treated and defined under various heads like vrtta, curxja 
and nibandhaka in the 15th chapter of ‘Bharatam* which is the source book. 

Com. The author is making clear in this verse that Sanklrtan is padam 

£md snnlcTrtan tradition is verily the pada-tradition. Not merely that. The hoariness 
of this from the days of N.S. of Bharata and the uninturrupted nature of this 
tradition is spelt out by tracing its treatment in the N.S. and the subsequent works 
S.R., S.Ca., S.C and S.S . Thus is the excellence of padam established. 

/ 

1. ‘Bharatam’ here means the treatise of Bharata, i.e. Natya S3stra. In the 
context of vacikabhinaya (verbal interpretation) grammar and prosody are also 
dealt with in this work briefly. Our author refers pointedly to the 15th chapter 
where vrtta, cunja and nibandhaka varieties of pada are dealt with . Today N.S. 
is available in three editions, namely'the Benares edition, the Bombay edition and 
the Baroda edition. The subject matter referred to by our author occurs in the 
15th chapter only in the Benares edition; in the rest of the two editions it occurs 
in 14th chapter. Clearly the version of Natya&stra available to our author has later 
formed the basis for the Benares edition. The following are the relevant slokas: 
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‘ebhih Sabda vidhanail) vistara vyaSjanartha samyuktaih 
PadabandhSh kartavyS nibaddhabandhastu cOrnava.n 
vibhaktyantam padam jfiSyam nibaddham curnamfiva ca 
tatra curnapadasySha suvibodhata laksanam II 
anibaddhapadam chandahstadh3caniyatSksaram 
arthapSksySksara syutam jfi£yam curnapadam budhaih It 
nibaddhSksara samyuktam yatichchfcda samanvitam 
nibaddhanitu padam jflSyam pramSna niyatatmakam II 
Svam nSnSrtha samyuktaih padair varna vibhusitaih 
caturbhistu bhavedyuktam chandO vrttabhidhanavat II 

(N.S. Baroda ed. 14 Adhya-38-42 Slokas) 


Not merely this. In the Tala adhyaya of N.S. (31 ch. Baroda ed) in the context 
of saptagTta prakrti a gfta is said to be a form of worshipping Gods and that it 
brings punya; that it is called padaniryukta. A musicologist by name Vipradasa 
in his Sanglta Candramu (Prior to 1625 A.D) says that asravana and other 
subsidiaries pertaining to hymnal composition are of two kinds; name.y apadam 
and padabaddham, the former being called nirgltam and the latter bahirgitam^ He 
urges that as bahirgltam pleased all Gods asravana etc. may be used as padabaddha- 
s only. (Vide Natya Sastra-Tel.tr. by Dr. P.S.R.App a: Rao. page 161. Foot note 
16 and appendix -2 , page 890) . So padam as a hymnal composition continues 
unint errupted from the time of Natya S3stra. 


2. The author has mentioned, in this verse, names of some musical treatises, 
but has not mentioned their authors nor are they in a chronological order. The 
N.S. available to us today, is called ‘satsahasri’ ( a work with 6000 slCkas).From 
Saradatanaya’s Bhavaprakasaka (1175 A.D- 1250 A.D.) we understand that there 
was a bigger work with 12,000 slokas called ‘Adi Bharatam’ or ‘Vrddha Bharatam’. 
It is estimated that the N.S. extant today belongs to the period 100 B.C. - 300 
A.D 
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Next to this comes S.C. At least four works are known by this name. 
Three of them are in the Oriental Research Institute, Mysore and they are in bad 
condition. One is known to be in the Oriental Institute, Baroda. Among those at 
Mysore, one pertains to an unknown author ( P. 1298/1). Another is by JagadSka- 
malla (P.5081). Yet another is by HaripSla MahTpala (P 105/1). The leaves of 
these three manuscripts are said to pertain to tSla and do not include any on 
prabandha-s. It is understood that the mss. at Baroda is in Malayalam script with 
the author named as Kavi Cakravarti. Perhaps, it is this that has been published 
by the Sangit NStak Akademy, New Delhi, under the authorship of JagadSkamalla. 
This deals only with tala. Be that as it may, the Karnataka SangTta PSribhSsika 
Sabda K6sa in Kannada compiled by Dr. V.S.Sampatkumaracarya ( Vol.I - pages 
286,287) says that Jagad6kamalla’s S.C. , an authoritative work on prabandhas 
and tala in 5 prakaranas is available at Varalaksmi Sangita Akadamy, Mysore. But 
it is understood it is only a copy of the above mentioned p.5081. We have to 
presume that the S.C. mentioned by Cina TirumalScSrya is that of JagadSkamalla. 
He reigned between 1134 A.D -1143 A.D. As our author quotes only the author 
of S.Ca. (in verse 41 )to the effect that S.C. lays down the absence of sikhSpada 
if pallava is there and vice versa we have to infer that Cina TirumalacSrya had 
not seen S.C . Not only that. It also establishes the fact that S.Ca. is posterior 
to S.C t 

This annotator has seen a photostat copy of two chapters ( up to SSrlra 
laksana) of a SSnskrt work by name Sangita Candrika, with Thiru .Dr. N. 
Ramanathan, faculty of Music , University of Madras, Madras. The author is said 
to be one MSdhava Bhatta. It is understood the original work is at T.S.M. Library, 
Tanjore. S.V.O.R.I Tirupati is said to have a photostat copy of the same ( Stock 
No.7012). Whether the unpublished ‘Sangita Candramu’ of VipradSsa and this 
work are the same or not is not clear. Both are dated vaguely as prior to 1625 
A.D. and 1615 A.D . respectively. 

The next work is S.S. of HaripSla MahlpSla. This work is assigned to 
circa 1175 A.D. There is a paper manuscript in G.O.Ms. Library, Madras-5 
(R.No.3082) 

/ 

Next to this comes the famous S.R. of SSmgadSva. It was composed 
circa 1230 A.D. 


50 



3. aota 3o0>g€i*a ‘^2.©’ 2 s 2 go s*eses3s»a ao h& etpjgeo^a 

0e3oQ®0®£d33«$o 23222^*33 vT°«». e*p°£dS3o£f® 27*208300*03, «*©0e3o 

O“a>»S0280»oCi®O3, 0000*03, CJ'SS 0«3OO*©3 e»3 %©g© 0oC5 

■CT®e 0t3OO°O3 Sa^esATi. *^0®(3e30^o’ ej^a ar®a0t3OO*2^ 8,St3. 

5er>, 2©e», toh&g'^ tvou~&Z 3 

00 $ o®lbg©®fe$ 8^2* ar»a 63£<3 11 

(&oft. Ocr*^. 4 eso°£ - 23 ¥^) 

2«j», ge», "Sol, ao2, e^ossa, ©os, o*a, 2gtj»& «3 aaasa 

08300*03 ar*o0t3oo*oS 32^e3&«j®d532 »0o. 2o* 2*ax*2£o 2025*33002 
©0433^ 3"?© 323fo 2dSo «& OaO&SoeT^ti^o ^£332 «9$0®dS3O. 32s 
‘qg^nflS*;Sod’ 82o22 2>»32 3oSo 52 ocj g2 (^I.g. 1700 0*o) 
2«©3 aa*eotor» ©>2 arK^dSs© gasfooon* &osa32otoj* $ 0 ® 0**®dS3. 

aoAa o^aec&Sisos aj-»0*as£ ar*^s < aa3o^© c*k 

0*^233^© 2dS233^o 2&>2iSSd53233^ 2©e2 s®3 qg ( e>233^©3 32y3id5330&) ; 

“ga^oe^o 7^00 0ac*a®o«fc 0*2.3o 

S^a^asc® 3<&r> 0®s^ 230*^0 ®*S3«” 

e^pjCsn^a & (Sgo^a.© 20233© 32^2-23^222^, au^ao 3 d 5 e» 233 ©g 3 

5»oas®0cJS3a33 es2 t)d53«oa22^ 202233 62202233 «22^, 0032 2J*|0®a23g 

a^aacueJa 1 ‘a’Kes®d53© s 6 Kr»e>}a3aaa^ aj®*^© (g)ao fo (c^aoon* asoa 
23222^, 20^380*^0233 "233232 0od£233(©3) es&2 $00*2 2c®0s®Oo 
8332 2Kf3*dS3© O®K0®$233^© 2 oA 3&02 ^t02<icSS33OiS3n®2 &>Sj®3£2J®6ot33a 

qg i c»08332 fi'oaa cSS3fc03o'S.” (qg^ej.flS*. 3 w-425, 426,427). 22o 

aj®C®dS3©go 3o&2 2o «l$a &25* Kt32&3iS32^a. 

■& ao^doc^ggo^ 32^2 ‘ar»a’ ggo Ao 2"la.aa3r°a t 2^ 3^ 

ge32o2 g®a*d&32 2®£SP£. ‘ 33bO o& 0S® / 82’ 2oft3 0odSo 0®X>2 3og 

tSo® (17 g), aofa* 2*0*23^2233 820-22 S3©s3®«8 232«a*e> (18 • g) 
«920*d53^ «923a®o-cr*Q3. S°2 g2 < jtto£ < a3«3+2*a=a3C®a es>2 2ii&2 32>^ 


51 


3. Since the ‘desaila’ portion of S.Ca.is not availabnle to us the prabandha- 
dhySya of S.R. may serve our present purpose. Many prabandha-s, under the heads 
of sOda, ali, vipraklma and sSlagasuda are described in this chapter of S.R. E12 
prabandha is one of the sQda prabandha -s: 

‘el5 karana denklbhir vartanyS jhombadena ca 
lambha rSsaikatallbhi rastabhili sQda ucyate’ 

(SangTta RatnSkara. AdhyS 4-23 si.) 

It means £15,karana, d£nkl, vartanl, jhbmbada, lambha, rasa and ekatall 
are the eight prabandha-s called sOdaprabandhas. It is the clear opinion of Cina 
TirumalScarya that ela is padam and that as dgsaila it is Telugu padam. In Telugu, 
Pottapi Venkataramana kavi (circa 1700 A.D) in his work L.S. (3 asvSsa- 
425,426,427 ) mentions A.B. and S.R. and says that £la-s are padam-s coming 
under suladi-s with r3ga, tala etc.,, that padam-s can be composed in regional 
languages on the authority of S.R., that the first 3 lines are called ‘khandika traya’ 
with ‘pallava’ and ‘upa-pallava’, that they should be composed with matrasamaka- 
‘pa’ gana -s (gana-s equivalent to 5 matras each unit, without restriction on the 
placement of gurus and laghus). That a padam comes under suladi-s is confirmed 
by this. 


Kallinatha’s commentary on S.R. says that the word sQda is an 
indegenous (desi) word connoting a certain group of a particular type of songs 
(gita-s). V£nkatamakhin, the author of Caturdandiprakasika (17c) and Tulajaji 
Maharaja, the author of Sanglta Saramrta have followed this opinion. But in 
Kannada there is a school of thought which splits the word suladi as sulu+hadi 
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with the etymology that it is ‘the easy way to attain bliss for salvation-minded 
people’. These are longish songs, different parts being sung in different tala-s. The 
seven tSlas under sOladi are (1) dhruva (2) mathya (3) rflpaka (4)jhampa (5) triputa 
(6)atta and (7) £ka tala. In Kannada,Srip2dar§ya’ was the first to compose the 
sQladi-s. Vy3sar2ya and PurandaradSsa have popularised them. These songs are 
said to be characteristic in dasa sahitya. In music the word ‘ chSy5laga’ has become 
‘salaga’; ‘karapata’ has become ‘kaivada’. Among prabandha-s there are the 
‘salaga-suda’ variety. With the proximity and influence of salaga the word suda 
also seems to have changed to ‘sula\ Let us consider how the word £12 belonging 
to suda group could have been derived: ‘Ela’ in the sense of cardomom creeper 
cannot be the name of a song. It is easy to say that the word ela is derived from 
the sanskrt word ‘heia’ but the meaning does not fit in. The Sanskrt word ‘ hela’ 
has two meanings besides being the name of a particular river. One is emotion 
inferable from the movement of eyes and eyebrows; another is repudiation. These 
are not suitable to indicate a song. The elongation at the end of the word ‘£12’ 
may be the result of naturalising into Sanskrt. One can consider ‘£12’ as a Dravidian 
word. In Vrttaratn2kara of Sanskrt prosody there is a vrtta called £12 under the 
15th chandam (metre with 15 letters). The gana-s for this are sa-ja-na-na-ya. 
(HV+IVI+ni+ni+IVV); caesura (yati) is on the 6th letter. The number of matra-s 
will be 19. In Telugu the same metre is called ‘ ila’ by Appakavi. The ganas here 
are sa-ja-na-na-sa- (HV+IVI+ffl+in+nV); caesura (yati) is on the 8th letter. The 
number of matras will be 18. Citrakavi Peddana, another Telugu prosodist lays 
down caesura on the 5th and the 8th letters. One cannot help saying the ya-gana 
given in the V.R. in Sanskrt is a mistake. Similarly the name is given wrongly in 
Telugu by Appakavi. As a matter of fact both are dealing with the same vrtta . 
There is a rule that ‘£12’ must be sung with one of the four talas of manthya, dvitlya, 
VamVsia and pratitala and they have just 18 syllables. With the gana-s given by 
Appakavi this can surely be a kind of ‘£12’. These £la-s are said to give dharma, 
artha and k2ma, both to the listeners as well as .singers. So the subject matter 
will be of exalted nature .The Dravidian wordElu means height, elevation, exalted 
position. (DEDR 851) Elimalai means a high mountain. Eluru means a town 
situated on an elevated place. This is one way of interpreting the word £12. Another 
way is to consider the Tamil word ‘YAAL’ changing into Ela. ‘YAAL’ is an ancient 
stringed harp-like instrument. People of P3nar community used to sing with the 
help of this harp. The original name of Jaffna in Sri Lanka is said to be YarpSnam, 
a village or place gifted to a p2nar who sang beautifully with a YAAL. There are 
regional divisions called Mullai, Kurunci, Marudam, Neidal and P2lai in Tamil 
literature. Each region has a music (pan) of its own: Mullaippan, Kuruncippan, 
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t£^.!^.|d*o6»ai t,s es^a ach&o (aS”) 4o&: a»^a^T, & 6 o 3 s^r, 

S$j&>a3^3, ‘Sc&CSf tbS , d®^Sj5". cJ£r*$" SPtS^o wtssififi^O wdSJ'jd'oo°© 
3oA«r>3S SPS® lilSoa. 3*3dSr'$', Sido-DdST'^', &&«Sd5jr»ir, 3c&>£S© 
asp^T. s)3 (d*6a is&v&oK&oG* *o£a ~3&>3°i3, &r*<id»^j, aajao«3d»^j 
3<S" SQ >y S ©3 Savt ©3 *3>$ 3oA« TJ^a^Qa. 3)CF>3ai 30 

f*<5335 ©3:3603 (Aso cBpS'aoiS, .es?dr, (Zag&l) ©3 3o(dsp6£o 

6ocla. aySoOcft)^ 0ojfe«J»O»^35 (al) ©3-&0b. -S«8i^ tPOS^SdSp 

c$p6jaj dSP^SotJ «So(fcrc3»£6D 6*6375. s»n* ‘d5P^"3°tx»’ ‘JtodHon*’ 

3P6too £J3ido£>®3 ^dSpS"* <5©jtta€r® *J5 q3o’ ©ooa3oan* sa 

«S7»6^3o6 iotjoo6. ** 

£>e* j3ooo*<» (1) «3© (2) Sr*(3o (3) S^o (4) ^?e ©a 
«T°e» 6s°©a. ©o6a£f* *c5"3 ©’ 356© 5 6s*eo. ” 

‘Sipo ©ho 7*c»o(6 p>3c»Po«fo $r»3.cJ5p 
75p?g©» e»|5* 3o3 (2to 3:00*6 a°©*t’ ii 

(»oA. 60 ®^. 4 ©g°£ - 114 5j) 
(d»tfS> 75oSio6aae>S3 (Ko4So€>* 753:6 37»S>3 Sjgo 36n»3ac$a 3^o) 

SCPTa©€>® «a3jO®^o«J36>33 ©3:(*K5e»o*J*oco. eT’Tao (d^oSjiPa*? 4 63 
30*83«on» 6oto:oa. 7f*6 «&>g^ae» ^Soocp &,"! oaoS 8 " 6oojo6. «o(6© 
iPiPKaas*©*?® closed* 63t7®5*ify_toon» Aoiouoa. p»ss© ^aadcjon* 
$S7®6<P363*«fy-67V® 6otcoo6. ** 

4. 336 3q»©5* ©©oS^aJaatS 33o®6 6®6s®e!3t3 ir°co d°t3°©5* 

c* VO — «0 Cp O — (BO A 

&P><5£ ^5o£5&rj «$}#o spSoocp 

3joS»3 Ib&o&oQo 3^. d^.6 3©3'©;53dS:a:o s»3 ^36 Mrr» t^ 
(S)6^ o 7v»cpa63«©a3 aaOoa^) ©^cpogpoa^ «©a ‘■ar*6aao’ ©3t:&:ifcoa. 
3o6®eag'aa3 «^CPeSr»6a}, dS:83cJS:3ao, ©^63ospc3cBa3ao 6o2a ‘3©6 
a&o’ ©atasoikoa. 0 
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Marudappan, Neidalpan and Palaippaij. Later on the instrument ‘YAAL’ has come 
to signify the regional music also: PalaiySl, KurunciySl, MarudaySl, NeidaliySl. 
Tamil musicologists say that these are but the cerupalai, KudippSlai, Padumalaippa- 
lai, and vilkarippalai of ancient Tamil music . According to archaeology there was 
a ‘YAAV like harp called ‘Zagal’ in Greece. The Sumerian harp was called ‘Si’. 
YAAL - like harps were discovered in Egypt and Babylonia. So one can say that 
YAAL-pattu could have easily changed into elappattu, elapata. The change could 
have occured in the same way as yarn (Ta) > Sru (Tel) meaning a river. 

These Sla-prabandha -s are of 4 types: (1) ganaila (2) matraila (3) varnaila 
and (4) d&iaila. Again among them dSsaQa is of 5 kinds : KamSta, Lata, Gauda, 
Andhra and DrSvida varieties: 

‘kamSta lata gaudandhra drSvidSnamtu bhasayS 

dS&khyaila budhaih panca prOkta manthaditalatah’ 

’ (S.R.4 adhya - 114 si). 

(Obviously the sloka cited from Pottapi Vgnkataramana Kavi earlier is not correct). 
Karfiataila has alliterations in the beginning, the middle and the end. Lataila has 
one rasa only without any gamakas and prasas. Andhraila has various gamakas, 
ragamsas bursting with rasa and bhava. DrSvidaUa has freat bhava and rasa but 
without assonance. 

4. Embellished by various letters and expressive of various meanings a 
metrical compositon of 4 lines or a stanza is called ‘vrttam’. 

That which is not framed-in like a vftta, which has no fixation of number 
of letters or the placement of gurus and laghus (stressed and unstressed syllables 
in English) but composed with an eye on the expressiveness of sentiment of letter 
is called ‘cQrnapadam. 

That which has a composition of prosodical frame, obligatory caesura 
and fixation of number of letters is called ‘nibaddha padam. 
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19 


Son 

xSjoS* SStf 3od$oea© fT* 

sods 3d5#§ soSms 

&>od5aS Ot^cSST* ^S&ioeaS JSttCKi5"n 

0*HSSdjo SH^JPdSodSe&i^S SdSSSO 0 (S^iPSS SoeJoOo-SJS 3od5* SOS 
■3©dSi£SP»3 SSWSjo iJCP^'CSOcso \5"& SPd5od5a3£r*3 f^Dod&S d^C^ocSSJOdSi 
$Jl3&ott 'SdSSko^exS* &% QG^d&'&K SSo^JS QS^ifooft. 

SP^ii iSdSJ&o^tP©*** SOSO 0 ^"^^ SSgCPCPdSoS* aSa^SSidSiCPd&a) 35 j 
eSoif JSr»(0®J5 cPodSo. f^Sod&S £F > G a o6&o&> eJ^Snc® 6J5j3y<S wdSO^jSdkeo 
(jf<^on»- &o& d»02:SJ ,, <r‘a». weP'ft 3oS*«d5on® Kead£>©(£W3 J)dSiJSr>©o 
ds^sooc , » ssws^o as^so© ^podSj. «>a gKaa^oIea'aj 3a 

asar»^rao5 SdSCCSSn* 6ajay3 wSJXPdS-aa £#^on» 6o<£ ^OSacPtfcodSS 
«,©^cSS5or _ Sd5^SSg)eo adSSSi* ^JS^O»^S'& Sacr^S"! >05»^ 

(?% 4y5 ^<J. SS^^JOdS'S SS ep$(£Pd5oo KaiS>o3d5K&. eseP'^ SO^Qaeo -&«a 
&o3 #5 dSo^adSerd d«gs»£»}_ (3^en>^ se^SaodSTS v>®\ir>abo$r>ti 
KSSi»o-C5d3«^. 

A 

1. ‘Sd5o’ ©>o"fc> ^aa^fc^cF 5 ^Son» &r>6ys >o «>£ (KSpo-cp© 

( aa»d&£so)* 

2. ‘-dSoesS’ <s>3 SST'OSa tiiSo, tfead&C^dkoS 6 Sd5^d5vS^ adSd53aai 

3lV) ^o, «9» <»IP©5. ‘Sd5&T»0-CS)Od5’ 3^5*0 ad5d53;P 

3o£>a dS-S^^SSroS^ £f*$o3 qS^e* y» v ^, o «pS ©Co. 75oS*d 1J d5o 
3ad5 ‘■d5od5o«o€>’ ©a^o "SScpoS* eO ©Co. 

3. ‘d?d5^o’ ©3 aPOSs ‘»d5$o QtSb& <5d5^«’ (©SjoiSS d50o3a) 

©& ‘^cssj^espd^ dSdJj*’ (aaa©3a $n»at53e») ©a a^a^a. 3dSiS*aa 
"oka Od^oS"® w-CPCo S^d5oA» 6otao&. "SdSo (l) ao?Pi$ (2) (tpa^rao 
(3) wOeagg© (4) dasa.iS” *95) 4$pn»e». S)t3€^ (*j»«3»^cjo dfoadsjvpa 
^<&>^© XjpT'iP^ ^tpo3 ^aj»S^ 3^o&. ZalPiS&S 2oo\SF>ta 

ia63pKaaodbo<§^ fodfoodsae&a ©ipSi a&d^ox. 

^*"&a ig^a&'Sba d$cp^ ttT*d) s^>oo7P aojo3 dsc^ao asbai^asa 
‘s^pd^SjoaPoa’. sj& SCP^-aCSF^ ar“(iJl5i> 3a^dSo 25© 

(atheistic) IP’odSCotPdSi. s d5j^3Sa^*’ ©3 cSSiS^ SagS^&paoJP 3d5o 
3^odi7P c2bac3Sr»n»a^«Jb^)®^ 3^ 3asOd5^o s6^d5o S»SStJ»^I ©3s*So 
zl£o. •&*%* y t!i,o€) t $K&c4to3 ?ir»Oj ‘iS&n® ^S^S^oa^P ‘©^p’Ojo’ ‘©dSj^o’ 
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Verse 19 


Tr. Among all the poets the poetry of one who is ignorant of the metrics 

of Padakavita will be inferior just as the dharma-kriyas (religious rituals taught 
by V£da) of one done with Vedamantras but without bhakti in_the Feet of Gbvinda 
will be inferior. 

Com: It is not enough if one performs japa (repeating mystic syallables) 

hOma (sacrificing certain substances in the sacred fire or water ) and yajfia 
(scrificing certaince substans for certain gods) etc. with VSda mantras and rigorous 
acZtra-s. It is only when there is devotion (bhakti ) to the Feet of Govinda that 
the deeds of dharma become meaningful and the best. Similarly it is not enough 
if one composes poetry according to prosody and without defaulting on ganas, 
yati and prasa. It is only when it is hymnal, in praise of God and a song (pada) 
that the poetic composition becomes the best and meaningful. The fact that our 
author opines that padakavita, deprecated generally by versifiers, used for hymnal 
purposes becomes the best and most meaningful poetry may be noted. Again the 
opinion that bhakti,generally deprecated by ritualists, makes the religious deeds 
best and most meaningful, may also be noted. 

1. The word ‘pada’ here has to be understood in the sense of a song m 
praise of God. (Pada-niryukta). 

2. The word ‘chandas’ carries three manings namely vgda, prosody and 
freedom. The phrase pada-marga-chanda means prosodical rules of composition 
of padam. The word chandambula at the end of the second line means vedas or 
vedamantras. 

3. The word ‘dharma’ has the etymology 1 sarvam dharatlti dharmah ’.(that 
which bears all) and* dhriyate janaih iti dharmah’ (that code of conduct taken on 
by men). Here ‘dharma’ as prescribed by V£da is intended: that is in the form 
of japa, h5ma and yaga. The 5c3ra in Vaidika dharma is rigorous. Veda is in 4 
parts: (1) Samhita (2) brShmana (3) Sranyaka and (4) upanisad. Among them the 
brahmana teaches the performance and conduct of kratus (sacrifices). The mantras 
in the samhita reminds the performer about the meanings that he should remember 
at the time of the performance. Jaimini’s Purva-MTmSrnsa is the system of 
Philosophy that discusses this ‘dharma’ enjoined by Veda. Because it teaches only 
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crir>ex> 32r^ocgca>. $2 tSK3o£fc>3§ ASq^oon* &k§*aK$P«P©i. 

^S 5 g ac^o£* ‘(?g’ n® 33^odo^ ‘sSS,’ ©3Sjo3igjotxoa. 3 as 30*^33 
cso^ 6 ge^aa^oS* >uj aS.sj-ocp ©aacSi. tsjSiSa se^s^o, SKaa^oieao 
3c&^a saa^o l^aaooojsr^ao a>32a. a^s^0;p&>£>©s» spkoS* 

‘^ao^s^ej ao°^CT»o <330* seaman’ ©a ats^cyBo ©d/\a 
&Zv^tk> aaj-®o«3ofi<> 32^3 

‘^•a> s6jso»^cpo se^gas a3r» 3oa* 

«s«^S25 ^os6s^o 3jc%^’u 

©■^a 2S£Qr 6 3‘3>3 wS}3Sj S®3©&3 $§3 33SX»33i3 30«^ 3ot33 

3 ^a^a. saS gc^S ‘aaaS,’ © 3350 . gaaa.<ft>off* ©a aacj-'S sao 
aa. ge^&>3 aa.dao^ f^aoaaasslL 3oaa^ >o»©a 33^00 

4. ‘as’ ©3^)&> $go&j, a«3oifc^ - s?g<w» 6ou®&>. 230 s ^a 

a9^a^O°33cSSr»c33a>©5j 3x©£3i3 ;>33-r»(3o. aJ o ^v^ e077> (1) S’CiS 
al3r , ^G'°oo*^2) ?®od©£ a§ > 3P , |a ,, ©i {3&CP05. QJ'S/i^a^ai ‘da^eS© 3acS’ 

g^giiS fi*aa>oa. sjS53r>a33B3$fi ‘a§c>da3o’ aj,a ‘oa >cx 

SP3ofi®K© t,g e»on» S3J»S)33oa. j}3&^ 3o3^a ^o5J»©J. 
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the ritualism some people say it is atheistic A« vm, « 
vai vispuh) the system of philosophy that teaches about * Y r J " 3 lya -’ f ‘° 

be atheistic. Though God is not directly mentioned in this s * cn [ Ices 030,101 
of ‘apurva’ and ‘adrsta’ are ^ ^ ^ theoonce P ts 

„ m „ipo, en , God. mat is described as •fatddW (ea^eTX vldaTha^a ™ 
be called bhakt, m ordmary terms. In the performance of Vedadharaa bTakti k 
also required dong wtth ntualmtc rigour. Our poet says ritualistic Zur wbhom 
bhaktl and poeny whtch does not praise God are inferior. In the proloLe of Visnu 
Sahasrantoa, Dhartnaja asks: •KMharmab sarra dharm5n5m bhavLh palamd 
matah? (what is the dharma of all dharmas according to your considered opinion?) 


‘£sa me sarva dhannSnSm dharmOdhikatamO matah 
yad bhaktyS pundailkaksam stavairarc£nnarassad 5 ’’ 


(Man should worship the White -Lotus Eyed God with hymnal compositions 
with bhakti. This is the best dharma of all dharmas according to me). This speaks 
of bhakti being necessarv for the ritual of worship as also the praise of God as 
dharma. Kavi and ICarmisthi ( the ritualist ) both need pada-bhakti. In the case 
of the poet it is hymnal composition. In the case of the ritualist it is bhakti in 
the Feet of GOvinda. It is well known that prosody is described as the Feet of 
Vedapurusa. 


4. The concept of bhakti implies the duo , the bhakta (devotee ) and 
BhagavSn (the God ). So this is a practical discipline important to dualists and 
visistadvaitins (1) N&rada bhakti sutras (2) SSndilya bhakti sutras are well known 
works as bhakti-Astras. RQpagOswamy’s ‘UjjvalanHamanV teaches Krsna bhakti 
exclusively. MadhusQdana Sarasvati’s'Bhakti RasSyana establishes ‘bhakti ’ as a 
rasa with ‘citta druti’ as sthayi-bhava. These works are all in Sanskrt. 
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Son &)© 3t^d c&P©CSeo 

S\Sdl)iCss^^.^ddioc KocftSoddS^C 
?jj©d&?to Zi.x!ws (JSj^o A 

S^©cK)©1bd5x>K a>Ki© ^Oosjesd 20 

*J»ii (Seao^S Odd <SS>d SJ 0 & ©©os»0o -CSSSiO^Co ©o<£toOon® d:©"^ 
#3 6<|«o as^n® 'dd'Soa sr»ZT«r>2i9. ©©»s»Soog® »3®os®eo5* aao &r®e^3 
&iS&i ajS^.0n» d^©d ®©5 s®Sao 8 a;p? ©GX©&> 0 ®&a ©$|£r»cSko. 

a»^ii^ssa3«r'^s^» aaoad#* &r®a ©eos®oaai0®j r a®eo ©ocpoa, ©sy^ 
S4SS0 s»d£Sba SPoad sps^epsa, ©d’a^Oo©* &r®0yi w gy© d^oatew 
5®SboG® ©o£.aa SS 0^£^"»btS ©o$o - ©o ~$o febJSd Soft 

- { 5 « 3 o 55 o. 2j<3&d ©o*t> aa©do, S©6 Sy©. aadddS* ©eos*6da>0'yr> 

©jo’to'S SOSj Iba (success). ©e>os®Co ©©"ts ©od5o 3<&£Oo; ©©& = 
■cpeo ©^Souirt® 3<ft>£4©o; 5?o©So"t5 ©oaon® ^cSScg^iSoo; 2 )& cr®eJ* ©yin® 
<Soa ©aSboiSooo vlcSS^a©. •&» ©oCJ°a§ $©o ©y<b. -0« ©©oSOo-CStto ©3a 
Odd^T® ggp©os®Cetf®aori®aj ©o®©os®0 0J®aon®dj ©oSddiy. da Odd®* 
Stolon® ©«3o(*PS 0T*a"2ba «tP©os®0o ©djySjoc® Sd£)&>©boa. *©o|55* 

S)o£tf$<5&o >di^a lS3'ldq®«foSP’ (doft. 5€T^. 4-33) sjo^an® £>©®jS«aoa 

e&eso. ©CPe6S®a®<a7® ©o&ddoy. £ f >O ©3a 0®«fc2$)5i ©0'®6$x»©on® a3y 
‘SS7»ifc’ KdiS «8P©OS®0®a3 |0pQ®d£O. adi€P^.0o ©CjiPdlPa^ 3"Sry6didi 

»t3 soj^ady. s?a © 0 (§cssr® aa© s®aajy, ©<p©os®eaxr® s®aa^. d®oa 
&g3&xr*ya**x> ^sSfiS «©os®0(Sc3L7®E»do &aoaaj. ko^o©® oaa3"|> ©a 

3^©&°©3 ©co^©0o«fco5. ©€>«S2^£f^ 3a§ dotioaoOd Sy© Odd ©cood® S3 

go, ©a»os®o ao»ao 3ai§*aao ©aaoo. s®€>o°a®a a^g^eo &r°c® s»sp^a©* 
Ssjdir®a»os®oaa®5o 3db£&o 05>ai&>. ©a ©a*os®o®lb^ ao©j3ajgbo3o3 
Sy©g{£ {J®d}3at5d a&J§> tj®a§®3o (emotional sheath) £*§ (a3$oafi©ofo 
0®tk». ^gSfiiS 3&>. qojia? >SJ*©£o< 5* 1*5 JS3a*» t '37t*35''ISC€>t5’ 
(Negative capability) ©a a^aSPdovPBo. ‘$e3>s®cftr®o’ ©3 o°©s<pa^ 
uO $&Sodjo j 3§ : ©o'ts 3>aodoo ©a©0o. ©2 pos»0o aa«x>5io"£o3 £§ 

fed —* 9> —© 

£®a$o ©j&iboa. sase, ©sj®os® 0 o aaojg'a odd 3<&r$e ©d^a^ ©a 
c5ado©®^s^od odd Sdss odd ddsr®^ ©a a^socagoa. 

1. aa^oo^o^a ‘sj©’ - ‘aesaoo^so’ ‘^tjoao’ ©^ «oo^ a®a 
ts&oa. qa 5€7°oddSi aoaoaoaoa. d>r®5*d®ao ■a»ao ©o^ ‘sj©’ 
s»e^5>aa d»oada®ao, «©aa aa'do'Sddjpaj ©a ap^to s»S5oo® ‘^cw^aa’ 
©t5 ©oo^ sj-®c® spatj&oa. ©dn® sepodd^ ?jas©«uo ar®^© s®s 
^c»^oSr>a® doa®aod3Soooj;p^ad^dj®o. Sj© ©^a 26 doadw©# 8 20a 
doa»a5a "&0b. 20 e^CPe^ao ©o^a gy©dyoao. 
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Verse 20: 


Tr. If the composer of a krti hymns it with alamkSra and camatkflra 

he will become*successful. As against this if he composes with haughtiness would 
he not become a laughing stock? (certainly becomes a laughing stock). 

com. The authofsays that even a hymnal composition like a krti (padanj) 

should possess the attributes of alafpkara and camatkSra for the success of the 
composer and that haughtiness would make the work only a butt of ridicule. A 
prabandha means that which has the best composition. A krti means that which 
has the workmanship. The composer attains success only if the composition has 
the attributes of alaqikSra and camatkSra. The word alarijkSra means beautifica¬ 
tion; beautification to the point of saying ‘enough,we cannot further improve it’; 
to the point of making it appear highly satisfactory. Satisfaction is the result of 
this beauty. This beautification in a composition may be in the form of Sabdalaipka- 
ra or arthSlaiftkSra (verbal or semantic figures of speech ). In a pada-composition 
verbal form of alliteration is incorporated as a rule: for ‘anghrau khanda dvayamsa- 
nuprSsam 5k£na dhStunS’ etc. is the regulation for £la prabandham. ArthSlamkSra-s 
also can be there. But since a musical composition is the ‘matu’ part of a song 
coming in support of its ‘dhatu’ verbal alliteration is more important. CamatkSra 
may be experienced by the mode of expression of an idea; this may be arthakriyS 
paddhati or merely a semantic figure of speech. The purpose of alaijakSra is not 
served if it does not result in beauty and sensitiveness. If one composes with 
haughtiness his work is sure to become a laughing stock. It is well known that 
great poets like Kalidasa and others have deliberately expressed their humility as 
a mark of shedding their own haughtiness. Only when an artist sheds his encrusted 
ego then only will he be able to enter the emotional sheath of his subject matter. 
John Keats has called it ‘negative capability’. From the verbal root ‘ bhaja sevayam’ 
is derived the word bhakti which means serving. Only when haughtiness is dropped 
will bhakti be possible. When it is said that the composer of a padam should first 
shed his haughtiness and then compose, it is tantamount to saying that he should 
compose a padam, which is in praise, of God or Deity with devotion. 

1,. The word krti at the beginning of the verse is used in the sense of 
padaniryukta or prabandha . This pertains to an artistic composition. The word 
krti at the beignning of the third line is used not merlely in the sense of one who 
has obtained success or one who has become successful but also one who has 
become meritorious with ‘ punya’. Again krti is also one of the 26 types of metres 
in Sanskrt prosody. The metre with 20 letters for its line is called Krti chandas. 


62 




2. woiSAoaoo «ooS)©. s°a eoa°a^ 

atSjQoatao SgjO. £r>g#£o ©an® S^eao&aspBj §*5oo> &£§ JJco. 

•& ©oos®cr®co Kgeo, ©ocSe^n® tr»3*^e». s»a Jbtfon® do£ sp© ti^dSon® 
*oo*©. - 3ofi < ®o¥o $a aaKt»f*a 3K©> offta»s*siig ©oes ^ds^oa* 

&.*>ySo &a^tx SPB^eaS®© a3£5£SSooe» S»SP©). 

3. -aaso^tso »■$& e-saajj&ai aj-»sn®;5 cptr^cgon® aoaao ad^aatg 

s*aoo. q& s»*as*ao€r* saoeaasy asao o »ooootT®ax>. 

tsaa£?*a tA^ysoa© asaa»^ «a>adsaar® aa*j<k<sr® «yato&s ■aaoo«j r oo. 

4. »dta cpa»ttst>a© soit -Ss> |a©^e». d&tfac^ t»o~L> a^aj 
ata.o a© s©^ (»d^. looaoo «aj%8j $Kao$fca 2?a»a^s^>(!r>^e>a) 
3a^tto «a a»<p^©^d5)o. 7s»dto^5Pcr»^dS3«)a5 a©oaoo (fooSeao) wiSa 

TPepC^dfco. 

5. ©a®oSj© - ‘3as’ «»iS «?®ao€f*K© kc$o, asOo. ‘«a»o<r»’ 

3a» <»nl awisar^o. ‘©Jj^©*’ pam) ©3 o»a£p^i©«ba awoswa^acpio. 
agaaj^apjd&o©* ©s®eo ■ax>a©>§'a a»s»eo aes>«© atgoao aaipafoo^fc 
aasHSoS* aaJ*MS"^ ‘©a’So’ ©i$)ifco£>. -&» 50 e^o®©- aj'©jSe-&r»'<5^ 
s»©s®3a "asea^a %a©aoe ©a **iSdio©> 3>&>. acaj^s© saa^ 
aapa t e'&> a &a aasaos ©${d«dko. sor»jo»a 3^o ««aai5e»5j a^Soo. 

«<»a»os»0o a»©^s®3®os»eaja o'«a»3»os»saja o»ai>a®os®8aia z&r°tk, 
es»©o. -»<ad5^off* cr>esatr>aia»a»os*cp>3 |K??ovP©. 
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2. The word ‘alamkrti’ can be split up as ‘alam+kr+ti’ meaning beautifying 
to the point of saying ‘enough’. But beauty is a concept difficult to define . 
Satisfaction, affection of the beloved are its good results. These embellishments 
are external like anklets, bells etc. but they have to be sparse and must sit well 
on the body. The second point is that they should not appear to be deliberately 
donned but that they must appear casual yet impressive. 

3. A sudden sense of expansion of mind felt by the perceiver is called 
camatkSra. It may appear in a flash of brightness on the face of the perceiver. 
We usally refer to it as ‘surprising’. A sense of expansion experienced by the 
perceiver at every step on account of the prettiness of the composition is 
camatkhra. 

4. Klrti is the reputation gained on account of one’s generosity and 
p hilanthr opy. Reputation on account of one’s own personality is ‘ yagas’. In a 
hymnal compostion praise of God’s grace and generosity is the important idea; 
praising of other qualities is secondary. 

5. ‘ aham krti’-is haugtiness contained in the thought ‘I’. AhamtS-is mere 
awareness of one’s self; it is just that much of awareness as we have when we 
say ‘I am’ (asmita). When all the alphabets starting with the vowel 1 a’ and ending 
with* ha’ are signified with these first and last letters closing it with ‘m’ it become 
a-ha-m. The fifty Sanskrt alphabets are said to embellish Goddess Kali as a garland 
of skulls, according to Sakta tradition. The hymn Karpuradi stotra addressed to 
Kali is the most famous one in this respect. This .ahamkara is of three grades 
calied satvika, rajasika and tamasika. Only the rajasa and tamasa types are to be 
considered in this verse. 
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iliAil 'SOJCO ^5S 3X , C&5 3&S1S081} 
e»gffi>ga 3 Sc |oc3y»g_3 3 

>$33993 3ca<wo39 S>383n»3 
3o(3a°dS90U9 3«9CK3 at&SgZiiS 

Hon 30a»3ott93 3339 

Jto05SS»*JS»S 33 c 3©8>§*39 g33e»S»<§" 

»8ar»^«SSJ* <&3® 
es>8S>oSj« sso 5*sc5*c$o^fc9 ooCJxT 22 

3iAii 3oj3a*dSr , Ki$ ej33?j*ii9c|i3 
<#3859 <X®©3 y^y'ioSO'-CS^Si 

■C50cj«Sw«» K39 3939«5)3g}i5e» ~&oo 23 


0*n «M>c&>g S»©)33^t3§ 309^3 3g-33y$95* o»»§ ?b«3i">»393 < ^3»33 

n» 5 , 3 tt 2>3 g$Sa ^STSrpS 3 $o 2 >£i! 39 o£>. 3 o( 3 a®cft>o l!ta 9 & 9 §*& 

3©33r©3«J®3 SStJjoSr'tt zt&'fi «*s$§3js»3 32>^3a i >3a5®3 03 Ss® g3d3s®3 
>aj339o&. (21) 


PfS* -. 


3Scr*5S8(a^»{3o 3©n»3 fo&3)5**-3foottS’>3 3©5 j§ t, '5 g©SSx«toe» ejSS^iS^ 
cSSX'3 g?€Pcoo. w^aeiiSo^gjott 33 3>33 35^3g34S 5*83 fcou^ 

39430*0*383 *J©S>3 jpOoU'Co. (22) 
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3oj3a»<39«£3o goJPSi 3S)^3g3i$$o Sify.SiJ^'So 3839O(€J 0 e><5 € 33J"*3 
3J*{&o£>. ^ ‘Sog'bgjCiiS) . >83a®^e94}eo39i*a'>3i e>e7°ot3 g3«3^3o 

j°eo. ‘4'6 390^8 »3o ad&^g^M^eSi. (23) 

jj»£m -g* 39T*3 j 3a®£«» 3o[3a*dSr ti 3§ 6o3 j> 399ST>£3^ 3>coo. es&933 
Otf’Kj’ 3 So "SoSl* 6ott^). eePotSsPtto 3o(3a°d59S3j;3o ^SjoG* 

3 ^ g 3 d$o 30* §80 339o5® 5*© 38^0 3^o6. £38089 s^g^ca)^ 0 
Kid9J5)SS«S»S 330* j3>8o 3en»3 3o(3a»cSS90 Seoao^SooC* 33 ^sp3 
g&J^o ?boo€i® 3939^ 5®t33 37*^0 3 g 0 ^*o3)$3o 83 39©38^o 

3^o&. to89«3.$ 3So3CP>K«on» 33)3 flSSod* 33^3 gSd^o 38 2oo^Jo<5^ 
33r»3o7P 6o3 ^33r*s*oS> s»Se>3? l> «fco83 3i7*£® 38^0 3^03. 3o(3 

CFdfcSi'Sa Jb8j«^SCoS8r!» 3-0)3 35*|;3o. «s8 ('SdMfy.So. (jlcSSoSo^ esoto 
O*?to&$o. oSp§ Jtospo 5°SWS^. !6^5&>3PO 5°«SCSy 9 "Sj^o 


65 




Verse 21-2.3: 


Tr: Though fired unwittingly a cannon or gun-pipe (used in processions) 

destroys either its target or the gunner or itself with a loud noise. Poetry of a stupid 
person, unacquainted with tradition becomes harmful in the same way. (It ruins 
either the objective or the composer or itself).(21) 

The words or utterances of a poet who knows the tradition through 
a preceptor or grace of a Deity, become nectar-like: on the other hand poetry of 
one who haughtily starts on his own (without being taught or favoured by Divine 
Grace) is only mud dug out from the mouth-pit, say the learned. (22). 

Good poetry by one endowed with knowledge of tradition will be 
as good as the V6damantra. That itself will be an efficient tool in realising the 
Feet of the Lord, with no need to do japa of any other mantra. (2.3) 

Com: These three verses speak about the importance of tradition. A 

stupid person is not likely to have the grace of either a Deity or a Guru. The first 
verse delineates the harmful nature of poetry by such a person without knowledge 
of tradition. The second verse says that though not a stupid, the poetry of one 
who does not get enlightened about tradition either through the grace of a Deity 
or a Guru will only be a strain on his mouth. The third verse says that poetry 
of one, composed with the knowledge of tradition handed down from guru to sisya 
becomes as good as Vedamantra leading to jn5na and mOksa. What is called 
sampradSya (tradition) is empirical knowledge handed down through a series of 
gurus and sisyas. That is sr£yas; the future good: it may be worldly happiness or 
spiritual good like attaining the Heavenly Abode or even Liberation. In this context 
the „sl5ka found in Visnu sahasranSma stotra can be applied to saihpradSya. 
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JST’SFO* ^5SiO S5S©^d« 
e<3*0 £$5*$S^, <5C£S$ 0$5©O5ga«’ 

w'S saj S*SJ*J» a*^;^ §Va^ So^CPdSsSOon* wSjcaJO-SjS*^^. 
&x*'ykP 'w sjujoeT aojaEwssya^ &© ao^csj^ >*3oa&3 
3S],oft. Saakod ®35 SoAao^So e>o«5. es5aa S*t3 Saa&5 "2>t» ^§*25® 

5©^ aa^aor o*^ •Ai«sLs a>s » ^ 

S3)0»6 «^CJ*eo, SjfiSO g)« <J6pSa £*£©&. SoootfajJS S*o©»o S£o*©5 
■SJCdSsSiOCS 0 3"2^ S2)if$o t&> d«&oa3 ©${d*<J£>o ©a^tojgSoJSjiSsoeh, ■£« 
ao^»a»dS>S a«r£o SiaofopS^o (KoCP^Sj 3K&fo z*v> J$)t33 *&** 

tfocs^ ©Aon- 6oa. a»^aa 3S> Zxa* o a© ^a 
g&Sroa saa^o 3 s^uo n»a toco d°o&a^o ao£r*aoa saa^o 

33>oos»a i>OS»eon» So^aodSr*^. a* HoSt* s*S50G® a$dbo*) 

a.5* >33 3&S Saa^o ~5*i35 £35 ssr*^ ©$©5033 «cr»^« SO^oS® 

SS 3^3^35. *SO* 3©n*3 JbOjasp^ 3©n»3 3o(3CJ»dS5o 305 

SoS*^ 5J»3 033 ■&fii$:o(a »35350053 *j&> ^0300,. JSso(«o 303*3£O. 

So(aicJS 5 «s»aiS 3 ^a © e>»$ aj3353^3r*o. ©a ©©Sjsj^&j ©a»s» k*»j 
« sasoaa ©3|><&o. -Sa^c&so 30o3o*K3-& s»a sjesjo^ 

©Cco »*CS 3 . ©to a^o SJ-»e. ^ Sjpiir»<JSjc» ^353 s $r>o©*©& 
ijbpgtfjo, &r»e£o2«o ;$)0*CT*o308-a53 dSjipaa»aS sjoiaajo, soses^a 
>o30£©3»o§ ^ acp^&oiaao^ tposo a» soese^off* K3o3o33Ka. 

1. SojaocdSs© ©3^)35 '83*»$ on * 3S^o&o33 ©$(><85o. 

2. 3oSo»a3*> SOoSsoes- ©3^35 t d*&S*$**S0wZ* •* % &a - 

&PS (&a3 esi3 Zfa&r'Z'&X Zti> 6* $533*05, «o3fi i>cw©5 $K3o 
awT">a>3c55o3oo©3 £>o3*©. $K3oab3 30fiJ*©5 *©5>oa5 »oto3)^ 

03«a^o 3©5»so3a ©©i>c&o. 

3. ‘ 3535 *’ ©3 aos^a *tga§ &>o(aao3 ©oo. sj^eoo s>°i? 

*'&P e * jsr *°- ^°l? o;io 3 db$u® ©a ©Co. ^o^kas «&e<& 
©as»a ads>a*a>a ©aao»^ s»a 60000a. aasisoon* © tsaao*^ss 

a^a*oCSoo a>^®» 3dS>$oo ©oO^Oj. 
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“sarv5gam2n5m 2c2ra]j prathamam parikalpitah 
2c2raprabhav5 dharmO, dharmasya prabhuracyutah” 

Even DharmasSstra advises one to follow the tradition of family as well as one’s 
own community. So is it in poetry or music. In comparing the poetry in the mouth 
of a stupid with a pipe-gun or cannon the author seems to have in his mind the 
following points: Vak is agnitatva i(v2g arcih’-Brhadlranyaka upanisad 6-2) poetry 
without the knowledge of mStrks vijnana, the tattvas of letters, their poisonous 
or nectar-like effects, the astrological compatibility between the poet and the 
patron- may become harmful. Much of this traditional knowledge may be found 
in the laksana grantha-s in Telugu as also similar works written in Sanskrt in the 
Telugu country. Poetic talent through apprenticeship and study under a guru or 
the grace of a Deity through mantrOpSsana have been the two hoary traditions 
in India. In contravention of these, if one practices on his own, such poetry, the 
author says in the next verse, will only be a strain on his vocal chords. Poetry 
by one who has obtained the knowledge of tradition either through a guru or the 
grace of a Deity is equal to Vedamantra, says the author. A mantra is esoteric 
(sarahasya). SampradSya jnSna pertains to this secretive aspect. The idea is that 
the composition gets great power when the esoteric aspect is known . VedSdhyaya- 
na has always been through the tradition of Guru and sisya only. So is here. One 
can take note of the fact that Srunad R5m2yana and Sri MahSbhSrata are treated 
as VSda-tulya, the DurgS-sapta-sati found in M2rkand£ya PurSna, is honoured with 
its every sloka being treated as a mantra and Soundaryalahari of Sri Sankara is 
treated as mantra and tantra sSstra. 

1. Samprad3ya should be understood as teaching with its esoteric aspect. 

2. V£nkatacal£su Caranamulu= Feet of the Lord of VSnkatScala. As per the 
Vedamantra ’p2d5sya visvS bhutSni’ of Purusa SQkta, all the fourteen worlds and 
all the living beings form the part of the Lord’s Feet. To say that one realises 
the Feet of the Lord would mean that one would know the secret of the Lord’s 
creation. 

3. The Sanskrt word ‘manuh’ means mantra. Punascarana is a technical term 
in mantrasSstra. It just means repeating the mantra (japa). If one wants to attain 
success in a particular mantra he will have to do japa of the mantra a stipulated 
number of times. Generally, it may be hundred thousand times for each letter of 
the mantra or a particular fixed number. The japa done in this connection is called 
punascarana. 
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So. II aeSSSifoifc 2 oo 3 C;o«J&o, 

aaaia<J5>a, a^adSiSe8iaaiac«SCfo^ 

&>&£) 3Mofo©£^ <SSx>C 
v>t$SZ>&° a^S S’C$3 , a»c£k SCTiS" 

an esocSi aad*>a aao stSaotas 

sou saa aifc&^aoofo 

aa asao, «ac&o»ao, aaa^a aoeo 
aaasi “Sk3 cjfcS£<ar»essca> 
aa©a»n» agacw©"§5r 

o»n aj8»a a>at>3 a^spas aa|o<-p a©oa asauci ^c&paaaop 
aaa^a^oa. aao ©ac&aa^ spa® z?aboa. ©ad&>a &r°cpaaaiS&oaj$io 
t^oa. aasaa^ ar»cps§ d^sPa^aa ©a^ap-cp&^ai a« 3 ocp©£^ 

Aa^e#. ( 24 ) 

3 )os ©ad&a aao acpotSS 6 aa^u&x&a^a. ar®e» £pcp<^ 6o^a 

j^o. ©cS Q»ab^. ©acssjaajtS £>e»aes'S& ©^- ©a ijsca^,^ 

aasn° ©a^dsp>&£&> 3>^&>. 

* jpo.-^ aM aoaj aa<$£ 5 s © aa^o ‘aa’a^o®^ aoac&o 3S> 
bazaar? ©ad&a, ,©ac&a ^a^si^a^a. "SoS* aa^o ©aa^a ao» 
ajKp©} ag^a. 

‘-ojj eo «o aa’a^a sos^* jp^soo ^aaoa ©o*o. ‘aoay’o^ 

^as jJ&eSa ^ajspas»©a ao*©a> a3©o«p©a ‘a®*®»si ifdspas 
5 jeo 56 |Sdii©a atp©a> ©eo«p©a ©otpOi. tpa.s^a ipaispas°©i|§dsie» 
©ccoa «pt3a ‘aao’ ©otpca ©©^<&>o. spa.^ sawi- aaaaec, ©a^dSr°©o, 
aa0»«» «aspt3§ -&« a^aafoo aaoaao. $«*>&> sp3s»©aai> aoat^o?? 
sa aoso ^§*ao jp^sooa^oaaj©^ 35$spa». ^5Pn»a aoaa^on® (32 

©q»c.) ‘cssid? oO a&.cg\«so tS^cro aaaofi-^a^a aaea;p aaoipa> 3^ 
*sp&. ©a^aj^ $os &«pa^a>aeap aa ec&paeon* -s« an°^© aa.car>e» 

3 «b^suj ^oasc, ag^os. ©aassao ©oto s®ei depots %bssr>no. ©a 
d&sUaT s©a ©ac&a, ©ots s6e>o ©a^aj-»o. $g&&> sates soae^o?? 

aa^a te«©& (1) C 2 ) «s<^spe» 6oo®c&a ad^a». ©adksp©& 

aot»ao© ‘scpajoj (a©te a<pn*©}) aa^o<£as. &.s acs®© &o~io J)ggo, 




Verses 24-25 

A ‘subantam’ or a ‘tiijantam’ is called a padam. Apadam can be an 
avayava. An ‘avayavi’can also be called a padam. The emperor of pada-kavita 
(AnnamacSrya) has explained all these modes. (24) 

Now, avayava-pada is described: That is vrtta which is clearly in four 
lines. That itself is dh5tu. It is the same that is called by the name avayava-Thus 
said AnnaySrya in conformity with Bharata SSstra. (25) 

Com: Between the two verses here the first one acquaints us with padam 

and introduces the differentiation of ‘avayava’ and avayavi. The second verse 
speaks about avayava-padam. 

‘Suptihantam padam’: This is a well known aphorism in SSnskrt 
grammar. Nouns whose stems take the nominal case-endings are called ‘subanta-s’ 
and verbs whose roots (with necessary modifications) take the verbal particles 
called tin-s are called tin-anta-s. It just means that nouns and verbs are called 
padams. Such usage does not apply to the upa-sarga-s, avyaya-s and taddhita-s 
found in language. Bharata has given a brief outline ot grammar and prosody in 
his work in the context of vScikabhinaya and for the sake of training of the 
composers and actors. In the context of dhruvagSna (Ch.32) he had said that any 
composition of (meaningful) syllables is called padam (yatkincidaksarakrtam tat 
sarvam pada sanjnitam.) 

Our author says that Annamayya has spoken about the contents of 
these two present verses following Bharata. 
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‘Avayava’ means a limb like a hand or leg, a protrusion of the body. 
That which possesses the avayava-s is avayavi, the body. Bharata has stated in 
the context of sapta-gltakq (the seven types of gjtas) that all musical compositions 
have (1) vastu and (2) avayava-s. Pertaining to these avayava-s or limbs are 
mentioned what are called ‘vidari-s’ (those causing musical sections) If there is one 
vidari it is called ‘Skaka’. If two it is ‘vivadha* and if there are three to six vldaris 
it is called ‘vrttam'. In a vrttam of a song the amsa, the apany3sa and the nySsa 
are present. The svara or musical note that is used for be ginnin g a raga is called 
amsasvara or jlvasv-ara. This is said to expound the rSga. The svara used for 
intermittent conclusions is called apanySsa.The svara with which a song is 
concluded is nySsa svara. These items are to be remembered in the context of 
a vrtta also. 

When it is said that a padam can be an avayava we can understand 
it in two ways with a slight difference. The first is padam as a part of the song. 
When so understood, padam becomes a vidari cited above. It will not have anything 
to do with nouns or verbs. Authropomorphically speaking the prabandha-purusa 
is said to possess the following avayava-s: (1) svara (2) biruda (3) pada (4) t5naka 
(5) pSta and (6) tala, Among these pada and t&naka constitute the eyes; pSta and 
biruda are the hands; svara and tala are the ears. Svara-s are the sarigama-s; biruda 
is a composition of title in vigorous language like Mahar5stri. Padam is the agent 
through which meaning is expressed; t£naka is the auspicious word tena which 
indicates the cosmic spirit or God. It is the singular in instrumental case for the 
pronoun ‘tat’-Sabda (taken from the mahSvSkya ‘tat tvam asi’). PSta means the 
notes engendered on membranophones by the hands of the player. Of course, we 
are familiar with tala. As an organ of prabandha, padam is the expressive word, 
matu. 


When padam is considered as avayavi it represents the entire song, both 
dhatu and matu put together. 

That a part of prabandha is called a padam is found in Kallinatha’s 
commentary on S.R. in the context of rupakaiapti. He writes thus: 

“padavat padani. yatha vakyasya pad3nyavayav3h tatha 
prabandhasySvayava vidarlbhagSh padSayuccaiUC- na tu 
vacakSni subantadini va bhasS padfini 
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ST#^a StjCPoSa ©JSS»¥o JjjotxoiSS) (K5 j*o-CT>©. 5S©»o*308io3 $PK"So ‘q®db;$)’ 
©J&dbo3 ©a^Sy&o ©a^dko q»dbaS aj*OSo aoAd ** ^, 06* (l) 

H&Sso ( 2 ) ©3dSs3o ©a So&o ©q^eo 63^o». S)t 3 a«i 3 3 }dtoo 3 on» 60S 
0 ao 3 q'Ko 0eooq°3dS53o ©J^iboa. ©«J*S as© ( 3 £ooq’ ) 3 oKdon’ 1 60S 

Sd5r*o3o (an^S* 60S aoAdo) n®a> 60S a»o 3 o a»o 3 o 3 ayy*c 8 > 
6q*)a*£> o®<fc jpon»©537>a5 ■&5 4 ^ r os©»o». 3S S&> 30er>©o ©aeoqoifcq^oao. 

acpjd as^oS -6 «6o o°d 35 & 2 .^ jpd Sod jfa?^© fp&yitps 6 ‘ 3 )«p’ 
©So qododjo sa^eotto^oa Ka>S Ad 020030 Sc3» * 33 o’ ©Sa 0 q° 3 on» 

0O°dJ aO^O ©3 ©g^dko 63^400 33 ^a 3 jy ©a^aod&gn 0 © tT»© 

sy»t3S air«S3 asepeo 6c&uo Sr>cr» Kasao-aa-Cby 
1. a^d&. ‘SS tv> dales’ asd 35© ayd&>’ ©a e*s ac^-aao. &ajt &3 
ftscap 1 aoaay^a &>&>©$»;&© 0ar»ayaoa6oa ac^S a^adSMSSoa 
sj^g^sbo^a^ stS^oaoS^ar*©. a^^f*' ©oa>S aoaaoyis© ao^S jpas 
6cr°a^ a^tpo-cii^sps. 


D«SO ivPcJ^U «glOoSX)S » <W'W WVW «^v- 

CP <C™. «JR# 6— 

adoa^ao tsS&o^s© aoS^sp&q’aacT»’ 

(jpo^ ©q»£ 14~§£ 42) 


aodba d« ^So ? 5 cp© Paaso ^sioc 0 sp©o a>q»© spa^ao ‘a^d’aoa 
3«^3ya. aa^aoa aaossooa® &a^ a^ao ‘a^d eoo3o’ ©aaaoy 

2. q^db2§>: a« 3sP3l "3o3o ©cp©j 33y§*5T>©. ‘sPS^di&a^S, Sdbo 
q^dbOd^C&dkS’ (aoA. 00 ^. ©q°£.3-S£.2) a^o^T 6 ©oaodSoa ar^oes 
‘ardo^’; o»a ‘Afiir>Q¥o ‘q°dbsg)\ -&* qdbaSa as© 0ooq°3oK 
d3oa SdSoos^o, ©©"Coa^to^a aoAdo. q°dj«§)So ass's ac^aao 
< 0uoq»acEb5 ,i q®dM, a d«fccga&p£»d*’ (aoA. S«r»^. ©q®£. 4-^.7) 
ai^.3 q°dsaSa 0oo3o Sr'So^a &,S ©oKon» 3a^eoSoS. 6cr^a s ei>©o 

sjo»ot5 ©on»e». ©ayS q°do^ a^o^aScSo 30 ^ 0 ^ t»s cp^o ar*[dSo 
©J^doofit. 
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After designating padam as prabandhSvayava the avayavapadam is 
explained. When it is said it is a vrtta in four lines we should not understand it 
as a stanza in a poem. A padya is , of course, a conglomeration of words fitted 
in four lines but it is not a song. In the context of a song we have to understand 
it as a composition in four lines with yati and prasa which may be called 
vrtta-bandha which is a part of a song. We must remember that there must be 
room for amSa, apanySsa and nySsa in this vrtta. Such a part of prabandha can 
also become dhatu. In Indian classical music dhatu has two meanings: 1. g£ya, 
2.avayava. As a result of this a part of prabandha which is in vrtta- bandha can 
become a prabandha avayava. Similarly it can also be the music of the song-that 
part that is present in all the musical compositions apart from the libretto. These 
dhatu-s udgraha, etc. will be mentioned in the coming verses. Padam as dhatu can 
be referred to as udgraha khanda etc. These vrtta-bandha parts are nothing but 
the present day carana-s of a krti. 

The next verse attributes dhatutva to vrttas on the analogy of vata, pitta, 
6lSsma. This suggests that a padam was considered tridhatuka. One can see only 
three carana-s in many of Annamayya’s compositions which are vrtta-s; avayava-s, 
dhatu khanda-is. 

1. Vrttam: ‘V6d£ gayatryadau vartata iti vrttam’: that is one of the 
etymologies available for the word vrttam. It means that which pervades the metres 
gayatri etc. in V6da. From this we have to guess the subtle body with symmetry 
that takes shape following the order of the guru-s and laghu-s in different metres. 
In a song we have to configurate the nada sarira resulting from the chandas or 
prosody. 


“6vam n§narthasamyuktaih padairvarnavibhusitaih 

caturbhistu bhavgd yuktam chandO vrttabhidhanavat.” 

(N.S.- Adhya 14-SL.421 

This slbka defines vrttam as a composition in four lines without bothering about 
ganas or metrical feet. We may call this vrttabandha so that we may not mistake 
the vrtta as any stanza in poetry. 

2.dhatu: We have to understand this word in two ways. 

‘Vangmaturucyatg; g£yam dhat urity abhi dhly at £ ’ 

(S. R. Adhya 3-SL.2) 

According to this the meaningful word in a song is matu and music is dhatu. This 
dhatu or musicality pervades all the songs. That is the music of the song. Another 
definition for the word dhatu is ‘prabandh3vayavo dhatuh: sa caturdha nirupitah’. 
(S.R.-Adhy 4.-S1.7). Here dhatu is described as a component in the composition 
of a prabandha. The dhatus, udgraha etc. are such component parts in a prabandha. 
Then this dhatu becomes only a part of the music or musicality of the song. 
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26 


Sit -S-* o«i©So 5oss_eJo<2b£ So'fca 

& ll SPtf&DC &i$&x>o K££co SS* SCrif&e C5°6CT» 

ii io 

*«rtfc^©o&gcfi s <&& &>Sr , o8©>5®o3iS5 CPdoSoa; & 

6©a a)S&»<5" ses«6o assays s»o«o8jsa 
o»i& a&p^ooa sea (Sssx>sp>$>© aaraasj^asr. 

®»ti Sj<P©&j 0®ifc Soaeo £©}£ 3<So 33^S). sptf, &J, Tfil^eTSs 
cSspepSo lSi»i3b^©> s»seo ss© sptto q°»fc>;g)©ot»sp^Ob. -& 6 ©jt»^ 

£6 s8«o J&ocpaS S)«Pex> s»Coo S»SSo 3© $0o»a 3J*a (33oa©oe 
«#"SP , ao5* -&4 3j{p©jr» 0»db^)©St3tt»ifciSP^ca5. 

sr*£ii sp8o, 2>«o, j?£^o ©3s wdSutija aq»^s5 SouoOoaa ©o«r>© 3 . 
5i3S CN&$©3, 6*K3t5on» 6*^©SSa-»o» ©otP&. wdSco^tt TBSj^sd ‘sp&’ 
73"3>OSy&> SPiJ iP£o«3y S££t3 ■CSP’^fib. <$3»o £)0^S 

c*a§ -&• 3aJ"»5j S®Ce»3}75& wdio^a &Podo. ajeP'fl 3dS * 60 o J£) toaOS 
POnST’tir' 3)«PeCP> jp^es ©3eiePcoo.°CNfc$e S^jka £si5© 

38 aesco aa aa?oa. ° •- — 

X) cd —o 

[SSaisMsa acepa awakes ©aaoif* «5oaba5*d»ti5 s*a»© a<s©j©ao 
Sr»0®(«!J*oo^©a SO ©$>^dkon» S3«a3ifco3. §*3*©>tto, 3G©>ao, iJoBo, 
tpotpdka, <r>oa^a75 sp& aoai^ejp ti^Socgib. S^©jKo«o 
5»S giK5 3H0^ ^oa'O^OS §*££ ©$33?W£8a iPO^^O Soft SP^gSoi)* 
ajtPOScJSjo 2b& 25 ©CP^cBjo (iSPotPoao, ©6*8 Sas^nes)#* 73ipyfc>. §«2P© 
tf'&ge aospaon* ‘aoft« tkcojg>’^a ©o*'©5 aj<«5 aoA« ^oip©* s©5>j 5* 
aaa ©a so&ifc© «©o%). s©sp$>8j *a »ofta eo^se - srp$B* (aaaoSi 
saeap) 39§*p© s^s©aoyp&>. s»a l&a&a ’isS^.z^ottos® 

#4 spKo (s^aaas^ aoBa»o 3s3*3ao. § < 3»©o£ eaa 75t5 s*t3gr>\2yoS 
sefc^oxoas, §*a*»<i spo$ aaaoaa spaa sodifc© ©o^dsjo. 

‘a© ©o’ ©75 ao(«3* ^ojpa^.nr*©} -^aei aa^o&oa. 

^o«jf5p> aa^o©* aajejda ©$(«Kasx> soAifotpystsofi^a ?*E»a§ ©& 

iP£So, •« ^§Sj6: * ° 

s^g i5a*a»ocpeptf5* c&tp* 

jatjooa^ 5PdS* tSa^ocpJ”. 

(aoA. C<py. 4©ep^- 10/ll¥^. 
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verse26: 


Tr. The nomentclature of dhatus to vrttas is being explained. Just as 

vSta (wind) pitta (bile) and kapha (phlegm) are called dhatus on account of their 
being the cause for the gross body, these vrttas also are called dhatus by consent 
of prominent sages like Bharata and others, on account of their being the cause 
for the orgination of the body of padam. 

6om. Vata(wind), pitta (bile) and slSsma(phlegm) are called the dhatus 

or dOsas. This pertains to Ayurveda popularly called Indian medicine ( and is 
parallel to the English conception of 4 humours of the body-blood, phlegm, choler 
and melancholia-the last two being bile and blackbile). when an Ayurvedic 
physician feels the pulse of the patient it is these three particular nadi-s that are 
observed. It is axiomatic in Ayurveda that these three elements cause the origination 
of gross-body. Thus vrttas being considered as cause for origination of the corpus 
of the song (pada-sarfra) these dhatus are taken up again in verse 38 in specific 
fashion. 


The term’prominent sages like Bharata and others perhaps includes 
KOhala and Dattila too. KOhala, Dattila, Tandu, T3ndayani and Tandya are 
mentioned as Bharataputras. Some points of KOhala on dance are mentioned by 
Abhinavaeupta in his commentary on Citrabhinaya under chapter 25 (Bombay & 
Baroda editions) of N.S. Points of Sanglta M£ru, KOhala’s treatise on music in 
the form of a dialogue between KOhala and S3rdula are said to have got merged 
with other treatises on music. Kallinatha has given some 39 karfkas of KOhala in 
his commentary on Sk. But this portion is suspected to be an interpolation as 
it mentions Kirtidhara who was posterior to KOhala. Scholars feel that KOhala’s 
writings got merged with N.S., that he was one of the redactors of N.S. ‘Dattilam’, 
a work in the form of a digest of Dattila’s work has already been touched upon 
earlier. 

The central idea of this verse is a rendering of the following slOka from 
S.R. 


‘Vata pitta kapha d&ha dharanaddhatavO yatha 

Ovam Ova prabandhasya dhatavO dShadhSranat’ 

(S.R. 4 Adhya -10/11 si.) 
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SohiS Car^geoS^ CPifc jfcj 0 ©^ 3"£^ 6CP<p>o, £b3, sj^Ko 

e$3 3co§p£ C?>e&i2§)t^ ^oep>2»2o, eso£$Co es3 ©3x>sp£q?°<3b23>l^ 32^3 <SCP$£$ 
lb §^So 3Syo&o£>. &o^3*o, ^$o3, es^Ko e»3 3xr»ik> 30^ 

Q^eSbS^ex) ^3»o£5 3&CP£>5JsPi$ &£| Jf3^ a®«3bi§)ePot333 esO^dSbo. ^^_i- -S3 
8&>3oe7SX»&>£&3 3)«P«>5» C5°*&>3o«e» 3S££ SPeSiera (3¥o3 3^&i. 

3^€Pe» «5o"t5 e^Cife3^o83y^ &P&3 3CT>£o3 ^lj' l o3&r 6 £»£Si. «$ «a&5 

Kcpoei* 8 Sor°&3 3}# 3^oa3rj^ 3©^ ar^qg^CPoa (KJpocp©. "So 6 
rpcJSi^er®^ 3oo°€£ 30^3© 3)fi>o (?r o di)(ap^a’ 3o£5?o 3©^ sjfi 
3)<3>S>) «s>3 "33)8 32^3 Jg)£«^©» [Kt3»o-CT>©. 38 33^0 33 60^3^ 3\3^ 

q°«fo^®D aoa5a°S§ ©3d5c>SP33 es;Po£$e 3 o°oSj «s3o&p«]&>3 3o37V> 
SOj^sboSzaC^ceo. 
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This SlOka occurs in S.R. in the context of ‘dhStu bheda-s’ (enumeration of different 
dhatus ) and after listing up the three important ones udgrSha, dhruva, Sbh5ga and 
the minor ones melSpaka and antara. There the idea is that udgrSha, dhruva and 
abhbga to the prabandha SarTra are like v5ta, pitta and slesma dhatus to the human 
body .In our Telugu text Cina TirumaMcarya is speaking of vata, pitta and slSsma 
in the context of giving the nomenclature of dhatus to the vrtta-s. Here we should 
not take vrtta-s to mean merely the four-lined stanzas composed in prosody of 
aksara-ganas. The etymology of vrtta given earlier as that which pervades the 
prosodies like gayatri etc; in Vedas is to be taken, (gayatryadau chandasi vartate 
iti vrttam). The pervasive subtle element of these metres is what is meant here. 
The author speaks of udgraha etc. as pallavi suitable for avSntarapadas'as limbs 
of nibaddhapada at verse 38. 






Sii SjottooSj tp*2p£<3S>&o 3i5iS JM5 

wii'Sii aaaoo pgjiiaooa «S« 

^PS.15 a^Pac K c txx>$ a©c&oC 
(ePalSooeoao c53o«fc©>c «&£i5oA13 3 ©o 

aa© iJSCd &Q<p*a aooaooo 27 

«jr»«ad5 ©aa& «sr*5p aoejoaaoa *>d&a>o a>ao. ao®a^ aoa^aotf* 
s»a pg)«o5* s*a a* $r»a5* s*s Krvsjaaojaa d&ifco pa©o ao^as 
aosta tss^e $r»c» 3«g«>- ©a <KKfca* aaeoas -a»esaa auaooo apjb. 

•j»£it $©«$)&) «3*v)5*aadSo ao&c^on* aoa^** pg^a a*Gr*£©ao ?tr»©} 
ad^£k>. aoa^a >sr»^»3ao«x>ooo 14 ©g»£<3Soo (a*osr*o3o, 

835*0* aoopj©))#* iP^SCoo aoiSas^, 15 ©0®£cJ5oo5* a^fe^ 16 
©0*£C&>o5* e^CT*eoS»© ?bo <5*£t*&^ 3 Jjj 17 ©q*£c&>o5* pgjf* d*5^o, 
8ir*3py aotsss, a*ao,s*5)a^© aa*<7*©> ©on* vja*^&o. ©a®^dsoo s*4 
a»p»o5* ‘$r»2p ajpao* ©3 18 ©o*$c&>on* 6oa. Soa^tpal 

©ap>3apa»|i MdSr* po«*5j aj-»cr>Su2 arVJa, ©Sod, pcs£ T'Clba, 

•©sax^a, trtgs, o»4cj*^ ©a J»>3$ «T*^ofc **s*©, ©fee, o*oc*©, **t3©, 
p&a, ©op a3*aS> ■aisoaaa a$pa®a ©s^a aa^toioa. $pa.©a«&3 
^gjap^* ij^ss, «a^a ? a?^aa®©o aox*8o©s!*©r* 6ou*coo. a*r»a.5* 
oa^a a**£e» ar»|d^&> 6ou*coo. ^a a*i3 ax*o. ©ao«*© 

S^ooS* ao&d ©a^SOo ©a>a©oa (aoo0»0*^<3i>o5* foOooaoo 

ao*ao, ar»(o*«cj*©s*ao ao^o*© estJo^-q^oaoS* a^ 4e©nar*«», aar»a 
^cp© asg^ajoaas^e* aa^ 8 s^aoKa®©), a*^o*© (a©£gq^oaao^5* a^Sj 

16 tr»c»«cj»©3aa©oaoa. a©» psocs &j»€£ «a©, ar»(a©, aa© ©a 

spt 3 a a!)^ sdju, ©*o, 7 ra, ©op pas «sp*€£ a7©3> afioOoa. 
oao&ajep-cr*^©) -& aa^o®* aoa^a pg)# 8j*a.«>«>^fr*oo a*$r»a.5a 
scpo, pao*o(« a*a«3 aaeaa& iwaa ©oooa^&o. «« aa$o5* *ia 
a^a <as3d pa©o ar*p3 wear* <r>a.© aopy>d£r»a^ ©soasoa ©a^oooo 
^bS^3*o. aoa^_^ijo5* a© axS^aaj*aao a a^r*o5 &zo&. ^ a*o*o^o5* 
sr*c* *o4 do*©. >c3*a ajfedS) ac*or*aa3a |d»aa» ao^«o5* tco. 
esaopao ar»ido *o&. sa^ao 5 * <a>« aoa^®o 5 * aa aaa^o CLPaaoa 
apo©; pao ar*(«o «jaofo5*©»K a^dsr^a pao 60000a. «ao«o5* 
‘ar»a' ©a aeoS* dSofi ik»?b 5 * e»K d*a»a^o a*ts*«gCj*aon* 6coooa, 
‘cssjaoa* ©a a&s* pao ^aajfedsp^o «ir»aon*a 60000a. dao«5* 
ts, g,'gv^ ‘ 3o *^ 2 si^cpjc, pas** a*©»^(daoo wa^d ©000a o*©5. 
aao«o 5 * <aso© «ao«o 5 * ©*a d*a»a^c^|0. pa a^caj-^oo. aa^o 4 
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Verse-27 


Tr. We proceed to give the language regulation for pada composition. Sages 
like Bharata, Dattila etc, have stated that padam may be composed either in Sanskrt 
or in Prakrt or in (any) regional language; yatis (caesuras ) and pr5sa-s are to be 
observed like in a padya. 

Com. Bharata has spoken of composition of Sanskrt text and Prakrt text in 
the context of vScikabhinaya (verbal interpellation). In the 14th chapter of N.S. 
(Bombay and Benaras editions) gramma r and prosody are dealt with; vrttas are 
given the 15th chapter; the 16th chapter has laksanas ,alamkSras,gunas and dOsa-s. 
All these chapters pertain to the Sanskrt text. The 17th chapter deals with Prakrt 
text, language regulation, naming of characters and modes of intonation. This last 
chapter is the 18th in the Benaras edition with the caption ‘ bhasa vidhana’ (laying 
down the language regulation). Fallen forms of sanskrt spoken in different regions 
under the names of Magadhi, Avanti, PrScya, Sauras£ni, Ardha-magadhi, BShlika 
and Daksinatya are the seven that were called bhasa-s. Sakari, Abhlri, Candali, 
Sabari,Dravidi, Andhri, Vanaukasi etc. are called vibhasa-s (further fallen forms 
of language). In those that are called bhasa-s will be found tatsama, tadbhava and 
d&ya words. Vibhas3-s have only tadbhavas and desyas. This was the position 
at the time of the composition of N.S. In later times, S.R. following the footsteps 
of N.S. explains in its prabandha adhy3ya (4 chapter) gurus and laghus, the 4 
ratiganas coming from the atyukta chandas with two letters, the 8 kamaganas 
coming from the madhya chandas with three letters and the 16 banaganas coming 
from the pratistha chandas with four letters. It describes the different types of 
ela-s like ganaila, matraila, varnaila and deals with different kinds of desaila in 
different languages like Kannada, Lata bhasa, Gauda, Andhra and DrSvida. Cina 
Tirumalac3rya is upholding the compostion of a padam in a regional language like 
Telugu. The yati and prasa spoken of by the poet in this verse have to be suitably 
understood in accordance with each language considered . In Sanskrt yati is in the 
form of padaviccheda; the word must end at the end of the line also. Pr3sa in 
the form of the second letter of the line repeating in all the four lines is not found 
in Sanskrt ;_only anuprasa (alliteration) is used. In Kannada yati is like in Sanskrt 
only but prasa is like in Telugu, with the second letter of each line recurring in 
all the four lines. In Tamil yati goes under the name of ‘mOnai’ and is in assonance 
with the first letter of the line. Same is the case in Telugu. Prasa in Tamil goes 
under the name of dugai’ with the second letter of each line recurring in all 
the four lines. In yati both the vowel and consonant of the syllable must agree 
with its counterpart. In prasa, it is enough if the consonant repeats itself. Alliteration 
or anuprasa is same in all the languages. It is a verbal figure of speach (sabdalamkl- 
ra) and is optional, ordinarily. 
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S^CT^as 3*03 ©^ O’iP©. ©ao^3 ©S£ ?pa.€£a3 z.~i 

SCS'&i. s}£> ^CPtoofi 0 SsP©os®6on° sja^Son® 60030 a. 

S»a -&• -5* to dSoS ^a©^ aa^aOoPlS s»5ooa aaaOofi® Spo® ^K2j*o 
■a*©. sa°^ es^o ^eyis^apaika dSs&seS^oo 3a»ao apadS3«S3©3&r>a® 
aotj'cos; epo'ti3 o aoo^ s aa«sS3o aaooaa^apu. 6a°3' , ees&> 32©g3 aosso 
§o©a d^a^c^as zpefo <83iS3e3oc°©a sxs&aoo. ©©'"A jpa^ 

soA^o^ao - ©cssi (3a^ acsaajo c&s ©aesass&aja. 333 dk©, fr^ayiSso, 
©>"3 axr»a3. dS3£S3©3 aoAa ao°£Co©&3 a©v)0°<3. jpa^ 

^ 83 oa»^aj ‘di>©’ ©3a 6oa. ©©*t! (3*a ©a^as aa^o^ >aa$&dsr> 

^Oo £-s"£3 s®sj®© ©iS SdSsasoS^oa ©ai^aaj §pc® foi&o-cfoS^jp©. 
aaaaa€r* ©ao^aso (3°a°a^o 6oa. £)©* aa eaa^r 6 d®cp£> 5 , °©aao 
©aj^as* sp&a ^oaa^dbon® 6oo®©a aoAa eo^ss q&po. ‘©o^ar 
gioaa^dSso ^a3^°a ISo^a o°«s>a®’ (aoA. ao^. 4 ©o°£- 33§^.) 

1. aa^oS* s o sfl s co3a ,> oP^sr^aoS - ® a^ftoau&a aoAtSp^, ap^K 
£T>©> aa6oa©ajeS3'3j. 

4 . . 

(a) ■3oJ^cp©3oa ©«&$sj aoaa^. Sector $a 6aKCT®©3. ga^aoer 

*>*53 ‘^a^’Kcp©ou»03. iwasoff* 2)t3a, ©otpo*. 

©aw^aSi totfc : I «3& : u 

U U = Ke 

L U = e« ( s ) 

U | = K« 

||=o© 


(a^eo^ ^©'Soasaea©^ ada'aoao, £bf\©a sptM* ©333^ "Scoao 
6a^ Kep©&> 33 £T°s © 333$) 333oa3oaao Baofo^f 6 ao^cpdko. sa^ao© -6 

5°&'3o&i aoa©3 a&3aa© «5ao. ©ax^a>§ a^ooai a^^s ©aoj^) ^osjo 
6a^a. asaso^j® ‘a^’s 2 (p^^pa, jpa^o^pa cpaasysass aopao 

^©3 3-D^cT 0 ‘■^eC^’ ©J§)£530&. 


aoA«s -p^ 0 ^ 6 uu - iu - ui -11 ©"3 -s-e ^©3«ep©a3 caKcp©otj®03. 
©ap$& kct®©so acooa3 a36 1, g©a33^oaoc aoAa p^ 0 ^ 6 ^ 0 aa^es&oa. 
‘§oeS3 «J|»s ©^j -0 !P$°33 3a§s®©333s’ (aoA. 80 °^ 4-64) ‘0(0°3 
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But yati and prSsa mentioned here are to be understood not merely as 
applying to a stanza but to a musical composition like padam too. In padams yati-is 
not merely in the form of assonance (aksara sSjatya rupa) but in the form of respite 
too; it means there will be respite in singing at certain points. For example in 
vastvailS, a variety of desaila, it is enjoined that there should be four yatis in each 
line. Similarly in instrumental music regulation of functioning of laya (laya pravrtti 
niyama) is called yati. Students of music are familier with sama, gopuccha and 
srOtbvaha yatis. Among vSdya prabandhas too there is one called yati. Similarly 
we have to remember anuprSsa (alliteration ) in the context of prSsa. In the 
composition of padam anuprasa plays an important role. According to S.R. it is 
a rule that in the composition of SlSpadam the first verbal unit should be in two 
parts embellished by alliteration. 

"anghrau khanda dvayam s2nupr2sam £kSna dhStuiia’- (S.R.-4-33) 

1. MatrS-ganas touched upon in the commentary, though not in the verse, are being 
explained. 


a) Ganas are metrical syllabic units. A gana with two letters belongs 
to atyukta chandas in Sanskrt . In Telugu these units come under upa- 
ganas(subsidiary units). In Kannada they are called Brahma ganas; in Tamil they 
belong to Irasai. A laghu is represented with I,guru with U. If prastara is done 
for a two lettered unit in accordance with prosodical rules they will be as follows:. 


U U - ga- ga 
i U - la - ga 


These 4 permutations are called 
Rati ganas in music 


U I - ga - la 
II - la - la 


In Telugu the first two rows of 
permutations are omitted in any prastar a. 


Thus here only the last two are accepted. Again prefixing a laghu to these units 
starting with a laghu is also the tradition. Thus the units UI, III are called Surya 
ganas in Telugu. In Kannada the first two rows of Prastara are also accepted, 
prefixing a laghu to those starting with a laghu is there. Thus the 4 permutations 
UU.IIU, UI, III are accepted as Brahma ganas. In Tamil a'nirai’may be in the form 
of two short letters or one short letter and a long letter, either by themselves or 
in conjunction with a consonant. These ganas come underTrasai eventhough there 
may be 3 letters in some units. In music also the custom of prefixing a laghu to 
the unit starting with a laghu and accepting it as a gana is followed, ‘kintu tatra 
lapurva y5 tSshvada vadhiko laghuh (S.R. 4-64) .KallinStha comments 1 tatrapi 
laghupOrvgsu SdSvadhiko laghuh kartavyah’. 
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(b) SSaT'^O®© $o4S3^. 

u u u = &> 

I U U = <£> 

U I U = «5 
I I U = » 

U U I =« 

I U I =a 
U I I =$ 

II I = *5 

■&» 8 «c5°©j. Softs *^oS* Jk3s s®sSiKey>©s s^sa»o 

^53. 5*©'3o»a3{&»e» Z>&2 ©$r®$& Kct®©& &oo&> JSoS’S e&o^ 
Sestetf 4 qojeSKePeSoci KfflPe» £)^8o®o30. (&-3X-8-Z,o-$-Zo). S^cnS* 

^©"So&j JSib&eo JSd5eSjott ©5J^d3o©So ©&o2§) JSaiodSj ^5j«$ So-SK-8- 

SK-S-Se-g-S© KCPoSi SSgKePoot^Co. iSZD$o& i ' a)S ‘Six'S'?’ ^odSS£®coo. 

£c) ^^CP© <5od5^ 

u u u u 
I u u u 
U I u u 
I I u u 
U U I u 
I U I u 
U I I u 
I I I u 
u U U I 
I U U I 
U I u I 
I I U I 

u u i i 

lull 

U I I I 
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(b) The three lettered unit called madhyS chandas. 


u u u - 

ma-gana ! 

1 

u u - 

ya-gana - 

u 

1 u - 

ra-gana ! 

1 

1 u - 

sa-gana ! 

u 

U 1 - 

ta-gaoa ! 

1 

U 1 - 

ja-gana ! 

u 

1 1 - 

bha-gana I 

1 

1 1 - 

na-gapa ! 


These 8 permutations are called 
Kama-gapas in music, of 
course with prefix of a laghu 
where a unit starts 
with laghu. 

In Telugu the process gives 
(ra-na ga-ta-sa la-bha-na la) 

6 units only, after rejecting the 
first two rows. And these are 
called Indra ganas. In Kannada, 
without, rejectirig the first two 
rows we get (ma-sa ga-ra-na 
ga-ta-sa la-bha-na la) eight units 
which are called Visnu ganas. 

In Tamil they come under'murasai. 


c) The four-lettered unit called pratistha chandas. 


U U U U 

These 16 permutations are called 

1 U U U 

Bana gapas in music with prefix 
of a laghu where a unit starts with 

U 1 U U 

laghu. In Telugu, rejecting the 

1 1 U ti¬ 

first two rows and prefixing a laghu 

ll U 1 U 

where a unit starts with laghu we 

1 U 1 U 

get 14 ganas which are called 

U 1 1 U 

Chandra-ganas. In Kannada all the 

1 II U 

16 units with a pre-fixture of laghu 

U U U 1 

wherever necessary, gives what are 

I U U 1 

U 1 U 1 

II U 1 

U U 1 1 
lull 

called Rudra-ganas. In Tamil these 
come under l nalasai.’ 


U II I 
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The mStra-ganas thus derived are given the following symbolic short names 


music: 

a gana with 6 m3tras-‘cha’-gana 
a gana with 5 matras-‘pa’-gana 
a gana with 4 m5tras-‘ca’-gana 
a gana with 3 m5tras-‘ta- gana 
a gana with 2 m3tras-‘da’-gana 


The first consonants of panca, 
catur, tri and dvt-indicating the nu¬ 
mber are taken as symbolic na¬ 
mes. 


in 
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Verse 28 


Tr: Just as gold affords us pleasure in the form of ornaments of different 

types and names, ‘dSsaila’ composed in any of the indegenous languages spoken 
in the countries of KamSta, DrSvida, Andhra, Lata, Gauda, etc. (languages other 
than Sanskft or Prakrt) gets mentioned in musical treatises under different types 
and names and affords us earfuls of nectar- like pleasure. 

Com: The author says that SangTta Sastra has recognised ‘desaila’ (Sla 

in different regional languages) in Kanna4a, Tamil, Telugu, Lata-bhasa, Gauda 
bhasa under different types and names. The use of' adi’ in the verse meaning 
etcetera should be taken to have been intended to indicate other regional languages 
too. In this respect there seems to have been some unstable conditions. S.R. 
delimits ‘desaila’ to 5 languages saying thus: 

‘kamata lata gaudandhra dr3vid3nantu bhasaya, 
desakhyaila budhaih panca prokta manthaditalatab’ 

(4-114) 

Our author, though he has mentioned the same languages, has added ‘adi’ 
(etcetera). Pottapi Venkataramanakavi (c. 1700 A.D) posterior to our author, 
mentions the same sloka but with ‘£lassapta vidha jngya’, making the number of 
languages seven. N.S. mentions 7 prakrts undenr the name bhasa-s. Although one 
among them is called daksinatya (language of the South) Telugu and Tamil are 
mentioned only under vibhasa-s. We have to take it that musical composers and 
rhetoricians have been recognising more than these 5 regional languages. This is 
the change that has come after the composition of S.R. 

An ingot of gold at home does not afford the owner any pleasure until 
it is made into ornaments. This idea is not new. Vinnakota Peddana (A.D. 
1402-1407) in the 9th UllSsa of his work K.A.C. (9-7) says how can one adorn 
himself with gold however much he may possess unless it is made into an ornament. 
Similar is the idea in our authors’s simile ‘like gold becoming an ornament’. The 
main idea to be taken note of here is that indegenous language came to be 
considered valuable like gold and compositions in such languages were considered 
similar to gold ornaments. 
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The present work is conceived as ‘Sanklrtana Laksana’ and not as either 
"Prabandha Laksana’ or "Pada Laksana’. Composition of a padam is touched upon 
here only as an adjunct of hymnody. So some difficiencies regarding the science 
of music are inevitable. EM prabandha or ela padam is an ancient mode of 
composition. S.C. of JagadSkamaUa (A.D. 1134-43) is said to contain more than 
a hundred slokas on ‘SIS prabandha’ and "karrMtaila’ is said to have been covered 
roughly in another 100 slOkas. EM is described briefly in S.S. of Haripala Mahlp5la 
(c. 1175 A.D) and S.S.S. of Parsvadeva. S.R. of Sarrjgadeva (C.1230A.D.) mentions 
356 varieties of EM. Our present author is speaking of "dSsaila’ in so far as it 
concerns him-without saying anything on the general charecteristics of ela. Since 
‘desaila’ is just one type of ‘ela’ it is necessary for us to know the concept of 
eM at least in a general way. Hence some explanation is offered to the reader here 
in this regard as also under the verse No. 34 where "nibaddha pada’ is dealt with. 

Music framed in dhStus and prabandha anga-s is called nibaddha gana. 
The jati of a prabandha is decided by the number of prabandha angas present 
in it. Again prabandha-s are of two kinds, namely niryuktas and aniryuktas. Those 
which are regulated in respect of items like chandas, tala, angas, dhatus, r5ga, 
rasa, bhasa etc. are niryukta prabnandhas. Those that are not regulated in respect 
of the above points are aniryukta-s. For example ragalapana has no regulation 
regarding any of the aforementioned points, hence it is aniryukta. Prabandhas are 
classified into three groups: (1) Suda (2) ali and (3) vipraklrna Prabandhas. Suda 
prabandha-xs are a particular group of prabandhas sung with one of the seven talas 
mentioned as suMdi talas earlier. These are "suddha suda'-s. These are called 
1 sudastha-s also. Those that are located somewhere within the range of these suda 
prabandhas like ela etc. are called "ali prabandhas’. Vipraklrnas are those that are 
different from these two groups. S.R.describes 8 suda prabandhas, 24 ali praba¬ 
ndhas and 36 vipraklrna prabandhas- a total of 68. Besides,there are 7 salaga suda 
prabandhas. 

Elapadam has an exalted theme. Munificience (ty5ga) popularity (so- 
wbhagya/lokanurSga), heroism(saurya) bravery (dhairya) and righteousness (dha • 
rmikatva ) etc. are praised in this composition . It has a fixed number ot padams 
or units with a name, a life force (prana) and a presiding deity tor each. It has 
its specified procedure of singing(ganakrama). Ela has 5 padas or syllabic units 
in each of the first and second lines, 2 in the third, 3 in the fourth and 1 in the 
fifth.The total number of padams or syllabic units is 16. The first syallabic unit 
in the first three lines should be of two parts each, with alliterattion. Gamaka has 
to fallow the singing of this first syllabic unit. The last three syllabic units or padas 
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of the first two lines constitute the pallava. The fourth line should have a syllabic 
unit or pada mentioning the name of the hero or leader. The only pada or syllabic 
unit in the fifth line should contain the mudra(impress) of the composer (vaggeyaka- 
ra). It is enjoined that ela should be sung in one of the four talas called mantha, 
dvitlya, kankaja and pratitala. Singing should be started with visamagraha i.e.either 
atlta graha or anagata graha but not sama graha. KallinStha’s teaching is that having 
sung these 16 syllabic units for the second time nySsa should be made at the first 
unit of the 4th line, called'dhruva’. Singabhupala’s teaching is that having sung the 
5th line called ‘abhoga’, dhruva, the 4th line, is sung again and left off. Showing 
the serially numbered syllabic units or padas in boxes, their prana below and the 
presiding deity above, dhatu on the left side and other details on the right side 
the format of 5la can be represented as in the format given. 

As per the format shown 6la prabandha becomes tridhatuka with (l )udgra- 
ha (2) dhruva and (3) abhOga. S5m£swara and others who considered it caturdhatu- 
ka said udgraha shall be the dhatu for the first 11 syllabic units and the 12th unit 
should be sung with ‘mSlapaka’ - different dhatu. There are definitions for the 
ten pranas indicated below the boxes. They have to be followed while singing. 
In the Pallava of the first two lines, the first two units (3 and 4) should be sung 
in vilambitamana and the last in drutamana. Similarly the first two units of the 
4th line (dhruva) should be sung in madhyam3na and the third unit in vilambitama¬ 
na. These are the regulations of 513 in general. 

Elapadam is of four kinds namely (1) ganaila (2) matraila (3) varnaila 
and (4) desaila. Among these ganaila takes its shape with the three-lettered gana-s 
familiar to us. Five ‘bha’ ganas plus one ‘na’-gana per line makes for nadavati;, 
five Ta’ ganas plus one ‘sa’ gana makes for hamsavati; five ‘ta’-ganas plus one 
‘ja’-gana makes for nandavati; five ‘ma’ -ganas plus one ‘ya’-gana makes for 
bhadravati. By modifiying these ‘bha’,‘ra’,‘ta’, and ‘ma’ ganas 93 varieties are 

obtained. Other types of modifications yield another 15 varieties. Thus ganaila 
has 4+93+15=112 varieties. 

Matraila also is of four kinds with (1) rati ganas (2) kSma ganas (3) 
bana ganas and (4) misra ganas respectively. These ganas have already been 
explained. Thus if three lines are composed respectively with 11,11 and 10 laghus 
consisting of ratiganas, it is rati-l£kha. If three lines are composed respectively 
with 22,22 and 20 laghus with kama-ganas it is kamalekha. If three lines are 
composed respectively with 33,33 and 30 laghus with bana-ganas it is banal£kha. 
If three lines are composed respectively with 44,44 and 40 laghus with misra ganas 
it is candral£kha. 
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' Visamagraha PalJava 
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16.Sucitra (with Vaggeyakara mudra) 


KCP© Sd5;3ios°3 ScSfc3x>S»3 S’SjoS 30 3osjT>e 3d&3io 3r*»|£*<=> 

&o^a SSe. s?o4fc£>* ©o^oSapSko 6,7,8 ^CPoS* 6otx>«^- 
(6+6, 7+7, 8+8), 29 egpe 30& 3*33^. sw sjfi 24 BsW8ooG>- 
,J? S *2®\ * W^joJWboS* w ^t>0^ e:t3 ^ (l) 

\ 2 ) ePToe) (3) 7TS© (4) &#o^|5© (5) pO<S© ©>3 50s»eo. ” 


StPS O 

tS 


O 3 0^ 

O 


- „ ^®se oS - O As^ 8,^0.^ 12 f« PS « 3 i - 

^AD3 ^©ocss) 4 r®s-g* as^a. 5u*so^ L 3ea.aoff«& « a a^oe-ccr*" 
.s-otooa. &oO, a^cts. Sos-©, as* tg B»roff« *oa&L~ 

Si o§o aS^a- ©oS. gu*S © a^eo. ac<sb^ s-S^e^ 

*^* 9 *>% 3 . s^A^oSa &;$& seas&ss l^ioa^s. as © 3Ae5 
sTSSB-gaw ^oAs-es* afr^s. a& ^g Ogaa §trso #iS 8 i 3 
^ a-sae-gabo* rfB-aactt&o ©o^os^a,.,* aS^o" Jov* r 

oPS Sc&e^co. °"* ^ 


(a) 1. ^a°3©: 5«Ko»©H-l3?too. O^^o. Sbo&peo. 

2. 3*o;>3©: 50Kej»©5+l3?fea O . 2j»o<5*©aofio. SrddSboo^o 

3. 30003©: 5©AC30ex>+l 8 3« e9o . 3 j^© 3-§ SgjPAo. ,3©«jo« 0 

4. $p3©: 53sKaH»+l<&K»o. S&$£?fo. goS»© «r>«o. 

( 3 p>pa SSyv 3(3 p&on* doooai 23 , 29 , 29 , 35 55 ^ 3 . 

033e»- ©&33j0o3i^>Oo7? 3 S 307T» Sr»(3ee> Z?€?occo) ° 
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for Indumati; 5 ^ 'g^s^iasa ‘ta’ -gana per line makes 

-‘cha’-gana plus 3 ‘ca’ganas plus ‘pa’ Pa S" 1 l m , e makes for J y5tismati; one 
one ‘da’ gana plus ‘pa’ gana plus 4 ‘cl’-'gaLTphsYw Y NabhaSVad; 
plus ‘ta’ -gana makes for Vasumati. Thus'these are of 4 S P 

4 kinds bylrSit? up fhos” gajs NM5Vi “ i “ d ° thers beC ° me 

instead of ^ ,he number ° f ■>*»» observed 

are another 4 kinds here . Thus Mat°rafla kindS ' TheK 

tK , . If m f el y the regulation of the number of letters (vama-s) as against 

ram of SeftstShiV 1 mS ,‘ raS ' i! k “ ^ var nniia. The bifurcated 

parts of the first syllabic unit in each of the first three lines may have 6 7 8 

upto 29 letters. Thus it is of 24 (29-6=23+11 kinrk with i j ’ ’’ " 

limits of 6-29 letters. } kmds w,th these lower and u PP er 

• r . nrnnno ‘i °^’. d£ f da ’'. Earned after the regional language in which the ‘512’ 

. composed it is of 6 kinds namely (1) Karn2taila (2)L2taila (3) Gaudaila (4) 
Andhraila and (5) Dr2vidaila. 

devote, iS the m0St im P ortant °f the DSsaila varieties. S.R. 

de otus 12 slokas to this variety and covers the rest in only 4 slokas. Karn2taila 

mid4ie C I y H 0n t e ,h f YY 6 Imes embeUished b Y alliteration at the beginning, at the 
middle and at the end. It is sung in one of the tfila-s mantha/dvit!ya/kahk§la/pratitS- 

la as is the general rule for 51a-s .Mostly k2ma ganas are used in this and we know 
they are only the three-lettered ganas familiar to us. Nadavati and others spoken 
of under gaftaila take their form with these three-lettered ganas. So these are treated 
as one kind of Karn2taila. Under this category the regulation of ganas is iftmited 
to the bifurcated parts of the first unit of the respective lines. Thereafter the 
composer has full freedom. But the r2ga and tSla are fixed . The followingt are 
the deatils. 


a. 1 .N2d2vati: 5 ‘bha’ ganas +1 ‘na’ gana- takk2r5ga, mantha t2la 

2. Hams2vati : 5 ‘ra’ ganas +1 ‘sa’ gana - HindhlarSga, dvitlya t2la 

3. Nand2vati: 5 ‘ta’ ganas +1 ‘ja’ gana-M2lavakaisikaraga, pratit2la 

4. Bhadravati: 5 ‘ma’ ganas + 1 ‘ya’ gana- Kakubharaga Kankalatala. 

(In terms of matras these are respectively 23,29,29 and 35. These are exactly 
the matrailas according to Arjunamata). 
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(b) ■3 oSo^cpo&> 2 snStfepett+l Cdtoo; d^acaji;^ - 

>CPSS 4sWS 3 KesH»+le* ?foo; «a Sco^aj^ao (^ 0 © ^sp 

Sr ' B# ) Z*a>&Q& as acSSj&o ( tPPSoo^&jeo £? lCP ). 

(c) snfc3s>: ^© -So^ £°a»©So 4 s»aj«cjo 0 ^aya 6 ot 7 »c». e=*« 2 > 

Sso^a^So. Sar»5 fi d®a'>3§ 8 s»a>«ew». wa^^i^^o. 

S>oiJpsS 6 § 3Sb^£ c^Ksp < 7 * 0 , 3 . ^ ^ 

(d) S^e^p: (S3 >o»3S 4 s»^«CT»e) S*a r 3 asj'tts i^CPoSo ad^asoo- 
«a SSj$^ esa^ao. aoa»a33 as a»«oopea. 

(e) S’© So»o ^»o®oSj 6s»aiKc3*ex>+l 'gr>»K«o ■S'Sya 

8 S.JSPXORO,. a^a, ;Wa> *,a a^coo^ 

CPforocoo; $p>asi as. a n L 

( f ) $oaa$3: a^^o>n»^aj >^a§ 5 snwfej««> + lesxno+i s»a oX&<=> 
6°c=©. «9Sy& a^a M ■Zoxr^czxv oat^oo (^ s»^« 0 

3<ssr^©). soao >cpo aass* axnao aa^ axr-^S " 6 

fr&o zQ&na>QKo aao »r> 0 j^ ©a ‘$$r>aao’ ©aioabsooooa. (-£*-« 
0^A ^ Cej 40, 41 acp^o ag aaooa). 

g°*o7Pg°o i g .p>a?Soe»: ePlboS* a*D°o3»3:0*ao Aousoa. tJSSM e>-^ 
TOe>e< jra^a^aejoajj); t^<b 5 ao 60000 a. «o,W ->e^ 
3o»sa «a^s a**«>, owo*^, c,>eo, ow» 60 ^. .cpaso^gr 6 
«ai 0 »a 6 oaai so c^eu s>a»«u». -s* s^a &e>©& 

^CT»ea agTsoS* aaro-&> so aoaa^s* a^.ao a^r* >ao ^*3 


-dote >J3»^ esa^a ^sjojp a^s 4 a*aoS« «a>0o ao<£, ( ao^ 
$W •&(*»*• «p 4 , d* >003 0 ^ 5 on» aa3* ewra>a ^e 5 £> 
ciD^o.oa ase>s* «ro o-K-ea-fio-ag cfcso*a 3<&&o &oas isi^'zs 
aa.cSSr'^ W e^no Ao^a ‘aib^o’ ©J&ifcoa. °~ 
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b. Sulekha: The first two lines have 2 kSmaganas plus one ratigana each 
with alliteration at the beginning. The third line has 4 kamaganas plus 1 ratigana 
with alliteration in the beginning and the middle. This is called ratilekha too.RSga 
and t3la are fixed as for nSdSvati. 

c. Kamal&kha: The first two lines have 4 kamaganas each with alliteration 
at the beginning and the middle. The third line has 8 kamaganas with alliteration 
at the beginning. the middle and the end. R2ga and tala are as for HamsSvati. 

d. Svaralekha: All the three lines have 4 k3ma ganas each with alliteration 
at the beginning and the middle. R5ga and tala are as for Nandavati. 

e. Bhadralekha: The first two lines have 6 k3ma ganas plus one b3na gana 
each. The third line has 8 k3maganas.AU the three lines have alliteration at the 
beginning, at the middle and at the end. Raga and tala are as for Bhadravati. 

f. Chandasvati: If all the three lines have 5 kamaganas plus 1 ratiga§a t 
plus 1 k3ma gana each, the SulSkha becomes Chandasvati.Similarly an extra 
kSmagana in each line makes the other varieties also chandasvanta-s. If a unit 
equal to the third line is added either at the end of the first two lines or three 
lines, then this extra unit is called ‘sikhapadam’.(This concept occurs again under 
the verses 40 and 41). 

Lata, Gauda, Andhra and Dravida Bias : Lataila has alliteration at the 
end of the line. It has many rasa-s. Gaudaila is devoid of gamaka and anuprasa. 
It has only one rasa. Andhraila has various types of gamakas, rSgamsa-s, rasas 
and bhavas. DrSvidaila does not have alliteration but possesses many rasas and 
bhSvas. Other regulations are common to these along with Kamataila. But in 
chandasvantas a fourth line is composed in excess. 

If there are four yatis in the form of padaccheda in each line and 
with alliteration in the third, fourth and fifth lines (the latter two covering dhruva 
and abhdga) unregulated in respect of rSga, rasa, riti, vrtti, devata etc. but 
following varnaila in other respects, it is called ‘vastvaila’ (Vastvaila has 
regulation of r2ga, rasa, riti, etc.) 
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<30* Sqpe»7?> 60 taj* SoAiS {So»\SiSo ^t3§ 

5 °^ So^oCSGo SeP a*SJ*3 5 SxJnBSBo sSAoeSS £ 5 oS 

cioh * 0€J ^ 2 ^ § ^P»s%aa ‘softs ajonKjo*^ £to U 3«^aoup 
!!|° 33^doa. fbai iscpcaa .Sfiius ‘Soto 

rftodbd^o* swa« ^ -&&& sra. aajjfcoo. 3 ^o£>. * 

^odo^«^o°o &*>€? dWS «& fe^SyS io^GM. £■» SSjSc 

ITT”,‘•S 3 ’ 0 ’**- f «aw* palio. 

2 !-^* toaj ”f’ ““»<> **• ^aos* W ewfci g ™ 

£T|J 3 TT? ^ "“t^ *’*’ ( 5 “ *««6. «^-s .PTte 

* ' iSOc, ° **»*. »«V> >4S a&,o 

-1 ,?■" (aoto sttwS, ** LBSO i, 

* m °° °‘ 130> i31 ’ 132 - 133 >w* **).*. 

m «e?>=o= (2) >a»o«so®* ks* ? B ar.„ 0 'v B tto 

®»««! -o«». Soto S ^,io 

^aJ L-7^ 5+5+2 ». OT s ^ SSoBao ^ 

m£ K 5 zzr-TVv^ **" r ^ 

Sa <_ J , j (Pendent) *>^3 &-,* , se3 ^ gt3 

“ ^ 5“ ,* ‘saw*^ ^ ^ B> 

++“5. *4 *^KSo «So4 AoSVtoj. *, SMcJ5jo ^ J " 
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El5-s have been of many kinds. We may think these have been 
collected together and general norms for 513 establisnea by the time of S.R. S.S., 
a work anterior to S.R.says ela is of many kinds and gives only ‘ganaila’- n3d3vati 
variety. S.S.S. posterior to S.S. but ateriror to S.R. gives only a ganaila without 
even mentioning the name of the variety. According to these two earlier works 
each line of an 515 has 6 ganas. The first three lines have udgraha. There is 
gamaka at the end of each line. Then comes the pallavi. Pallavi has no regulation 
of ganas or mStras. The fourth line should have ‘mSlapaka’. Then comes the 
‘dhruva’ with the hero’s name, followed by the last line with vaggSyak5ra mudra 
and 5bh6ga dhatu. The procedure of singing is that after singing abhoga, dhruva 
should be sung and ny5sa made. (S.S. gita prakarana; S.S.S.-4 adh- 
130,131,132,133,134,slokas). We may note that these works view 615 as (1) 
caturdhatuka (2) with gamaka at the end of each line (3) without regulation of 
gana or varna in pallava. By the time S.R. came the view that ela is tridhatuka 
seems to have strengthened and the two lines with 6 ganas each (2 x6 =12) 
have been rearranged as khandatraya with 5,5 and 2 ganas respectively. 
Following this arrangement, perhaps, Arunagirinatha in his Tamil work ‘Tiruppu- 
gazh’ composed ‘Viruttams’ with a pendent called ‘tongal’ after every 13 ganas 
or seers . In other 1 viruttams ’also he has introduced this balancing unit. Perhaps 
this must have come to be called a sikhapadam. This introduction is enough for 
the present. 
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JS.II »i3 S£5o 33^ £$5o£x>oo Be»5°oeSo 333 
So.ii uo&Q 3)& SeSoc», a 

°°S 2 «&o, ZJ'QZtS&o $Q<J»K 3 ; 3 o 
eooOoea^c &£$ Des° 

^05S30§5Sj CPgd'S d&^dS} 3©"S^|| 29 

0»NSoto *»v4, (Ko®»<£ ‘<5W ©3f»g 3as>3a ^ 3o»eon» 6 o^o«5o-6 

JS^O, aeocsaiSo, a^gaeo ©3 t>es* arf>«soir 

across as Mb 3 ©d 3 o^^o o^g © 3 ^ ^ ^ 

3*jiias>g 24ae$o ag aitsoeSo, ©soSo aa&a 33N«sa. © 0 to 
**£ ** aa a.»« ©31 «q»4 cp^, eaisS *ofe ‘aso * 

*S°»’ ,****** '**>' •« ^«ad»& aoj^u arags 

^«go esot^Cb. ^ajS053o»S Vaos’ ©3 as, aw* ©a 
•sesas^ocb&otxioa. acsg^otfo 3esao3 ©a^c&o. 

«. :» *«> bsw. :»oo. ^« 0 . Sogitot3 <j o5W ^ 3 , 

3s im, eao sixjasa*, s°s, ^sso^sab&o *.» a&o'S. avaSo 
s-gjocp oa^s S*»^a «&<pe> g^ 6 o ^a. ^ ° 

Vo&uty&Z «& 0 "e> <£b3, «^C 3o*P£ 3 da 3 oo Ao^a ‘ 3 u a 

sao <3 TWo^ &0OJK3-& «&<Pe> Sr^S* ewoSOoSoe 3 h» fraxj 
^ Soaa^ ago’ essiocb&o^oa. «, 3oaa>3a e&caoA&so 3 s 
26 SOW aapdoa. 26 «&cpo& a>o3 *>* ©^od 

«“•+ «=ss ago solace* 3 o& a««, 

™ f*^’ ' &,lCT, ®j ate °^ >«! 27 «£,«» Ttofi® 

yyy e^tPeu CS®5» 6 o3ooj S\r° 8 } 8 Aoa. 

1 . We ag 5ao^’ ©£s*o Weag’sja ^oeaeo^. (soa w s 

a°a°^ ^ e^aod a^ga^s, *&«« ^ 

Aoo^sJV ^ 25 ^ oaoX>l Soaoa. ©oto 3*o»32 25e^cPeo 
600 *^ 3 ^ 0 . ««flPoSwS e-23too ©*3 OK 

T: "***>&> 6ou*<xo. (43+13+3$+ lXj»; 16 e^Co 

4 £ £t* 2 T ™ ^ S ^ OT ^ ** - 

2 . *><«»< »*«= «J%» «&8 »o*’i ^=, 80 S&J, SM 

. •*' ^ 4ou ''“- »^> ^ asfaaw,,^ 

fc-^sTL ^ ^ "'-»'is) sv£o 

sIoS? - ^ ‘ ^ ,,ot3 =«B sa “=- k,to. 

****&? rto9 S Ss, ifasaa&o fe, ^ gg 

®»Dgo. s a- o" 0 ssi&o .S&OT L sa, ’''° s “ s >*«a! J 
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Verse 29 

Tr. TallapSka Annaya made it known for the enlightenment of those 

who are blind to the knowledge (vijnana) of padam that the divers kinds of such 
a padam, (as has been called ‘desaila’ in the treatises of music) as related to 
Natya sastra are the closely knit vrttapadam, the nibandhapadam and the 
cOrnapadam. 

Com. It has been stated under verse no.24 that a subanta or tinanta 

is a padam. That means a stem with a nominal case ending or verbal particle 
indicating person, number and tense as a suffix is a padam. That which does 
not possesss this ‘vibhakti’ as suffix is a sabda; for instance, the base or stem 
‘rSma’ without the suffix of its vibhaki is called ‘rama sabda’. After a nominal 
case ending is added on and it becomes 1 RSmah’, it is called a padam. The point 
is that which ends with a vibhakti is padam. 

Here musical compositions are called padams. These padams are two 
kinds: nibaddha (framed) and curna (free.lit. granules). That which is prosodica- 
lly framed in or bound is nibaddha. That which has no regulation of guru and 
laghu, no regulation in respect of number of letters and not bound in a stanza 
but composed of letters expressive of a certain sentiment is curna. 

Composition of letters in a prosodical frame with yati and regulation 
of numbe. of letters, makes for ‘nibaddhapadam’. If it is a stanza of four lines 
compos, d of expressive letters it is called a vrtta. Prosody or chandas is 
described in chandas sastra as 26 kinds based on the difference of number of 
letters in each line. If the number of letters per line execeds 26, such 
compositions are called mala vrtta-s. Dandaka vrtta in sanskrt can have 
anywhere between 27-999 letters per line, starting with 2 ‘na’-ganas and 
‘ra’-ganas or ‘ya’-ganas or ‘ta’-ganas. 

l.The verse starts with the words ‘bandhura vrtta padambu’ Here one 
should not mistakenly comprehend ‘bandhura vrtta’. (In sanskrt prosody and as 
followers of the same, in Telugu and Kannada, there is a vrtta called ‘bandhura’. 
This pertains to the 25th chandam which means that it has 25 letters per line. 
Four ‘na’ -ganas serially plus one ‘sa’-gana plus three ‘bha’ganas serially plus 
one guru make for a line. The yati is on the 16th letter.) We have to understand 
it only to mean a close-knit composition of a stanza in four lines. 

2.1n pada-compostion nibaddha type includes not merely the regulation ip 
respect of the number of letters, prosody and yati but the tala and pSta also. T51a 
is a familar concept, though not its intricacies. The sas'abda kriya in tala-namely 
the noisy stroke with one hand on the other or with both the hands or by snapping 
of fingers-is pSta. Literally pata means falling or fall. A composition without 
fixation of the number of letters or yati is anibaddha. This one without a .tala is 
used only in vSdyas. 
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2. ii «so£5o £j£S2,<3o 3t3dSS*S 
So.ii esodSSSxiS 

•C^oiS^^icadlxiS' oS\ 8 t3*iS3Q Z>t5&x>&' 

&>od$£i£cc3Soo £odl&d 

|Sd3o S)35d5&oeoCo£b ^oeSo^T 20 
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at ”“ ms ’ a^ r ae^s 4 6*3 wtora, wto-sSw, ;Lj£ 
©oason® as-ao sea 4ou , TO . (a^gaa ^ ^ » 

est^jtoo o°ot 5 s). 

ao^as 60 S ‘aa «a«c 5 ’ ^ ^ 

aj»j«odoo «sga seSa aoasyj «a aa^o ^g saa. ‘sasoaeS® 

?? f 0 'W^** 00 * aw»^ («^e aor/ &&&<> 60 S) 

^i ^>2 ve&a&vUS’ «3 ao»o«• froao.^ %sj am sog 4 * 
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ajS.^ (**. *3* 38^ 3S tl4oa . ao&3a 

^joa^ aos'^iiWaaa.o. ^Uros soys 

g ^8 fo«. 1 ««.j sja^Ko. ws*, ^ ^ ioS* oa^i 4 

■** 1 *°®°^ a&^JSn* ©j&aeovPcfta SJSjSSty 

4 3;3j?b Soasjyr* aba |^»se» atss.-&a ©oSo. sjbsoS* ‘-357,^’ « 

<^2 ~aiQS* (gJbofi® 'dad’ < r'^o' ! >’ • ,„ *“ 

OT-ac ^ ^Ta^p-aj*. a ^ 1 &di sjTsat^So ?Z7 
5 s «*» *\«*> *=a. »^ajs«„ L > s 4o0 w SS 3° 
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verse: 30 


Tr: (Among the vrtta padam, nibandha padam and cuma padam 

mentioned earlier ) vrttapadam is being explained. Vrttapadams are those that 
blossom forth beautifully as though gold has acquired fragrance, from the twenty 
six kinds of metres in the form of vrttapadams with aksaraganas and jatis with 
mStrS-ganas. 

Com. The regulatory principle of a song or a verse is its prosody called 

chandas. From the root ‘cadi 2hladanS’, one etymology of the word ^chandas’ is 
‘that which exhilerates’. From the root ‘chadi samvaranfi’, another etymology of 
the word is ‘that which dresses up -the thought like apparel’. Exhileration is the 
essence in both the cases. Musically oriented as this work is the author suggests 
only exhileration by speaking of beauty, blossoming etc. through his words* 
f andamulai alarucunundu’ (Tel. andamu=beauty; alaru=a flower, happiness, :(vb) 
blossoming) 

In sanskrt the mantras of Rgveda are vittabaddha (framed in metrical 
form). Yajurveda is in prose form; mostly the Rgveda mantras form the corpus 
of SSma v£da attuned for singing. Chandas is called the feet of Vedapurusa 
(chandah p5d£tu VSdasya). So it has become one of the v£d2ngas, a subsidiary 
subject for the study of V£da. In Sanskrt the chandas of the Vedas and that of 
the secular literature are different. In laukika chandas, the work of Pingala is the 
most ancient. The next work that has become very popular is V.R. of KedSrabhatta. 
One can say that Telugu and Kannada have followed this work to a large extent 
in regard to metrics. 

In Telugu prosody the yati and the prSsam are the distinguishing 
features. These are present in Tamil undqr the name of ‘monai’ and ‘ptdugai’ 
respectively, yati is caesura in the form of aksarasSjStya (assonance); prSsam is 
repetition of the consonant in the form of second letter in each line. These should 
have come to Telugu from Tamil only. Kannada observes padaviccheda as yati 
like Sanskrt and there is no aksarasSjatyarupa yati; but it observes prasarn like 
Tamil and Telugu. 
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g^cr»a sr^Si ?b& 

o$w S$ax»3o "aweStS «>o§o. (p^jS^©: ©Sx2§)©i. &a^cr®eo, °»odios« 
(&o*©Sj, ao&>;§)a&>, £>SC&> Sxoii^ «^cr»eo, S'eooS 4 &r>da e^a^eo 
S’®’** a^e «a »08. (aSj^^p, Jfaa^rto 
<b ®* 3,08 SST, L <r )* ^1* *»eoS« 6^6o5^ ©&5o ©Sx^. 

eoSSoTo a&^eoS 4 ^OoS^a to&$. toCbSja, <3o^ Sr^os^e&fi 
&>&n>$pr» 35>^«p 3»<x5* spasms, (ass^g^c 

3o&0 &r°^a), &uP>&> e>3§)&bo& 

eajVo4r * 5 § 5 ^ ‘<*1', too ‘W’ WSB^CO). So* ,3 

Z^Z ^ ® 2 k-S ‘*g’ s™>y e-s (3*»co s»3 &>c 0 s*a crsjTjwa 

a.S S^obSSo (frc 0 «^8o)5* 35 tt*S ‘7$C3’ e^&od. J&. foo^ 

^°* 07TS ^1*° ^ ‘^Z^Z’ ^ 3 ^ g.->, fc* ^ 

Ip^o ^ ^Z° ^©jS* &P><*7T»£ JS^odi. -g« 35, ^-gea 

"So&j ^e»?b ' kgs ^ Xcf>oZq&>o^. °“ 

aoSjrO* 0 ®* ^ sa^ffjar* ?b& ©sx$)© 5* g^d |*s^>s»i 

ax-d^a-© e&CKmx, ssr^o 3^5* £»^ ar^K^ Ajmox. «&0 
Kc^o5« S>0^ ^poj >n»o SoSS^ g©sp£§ ‘a)q*«o’ ©a t>&. a^«r>K 
rn®5* £>0^ jpal ‘es»ifc«» ’«& ■£&. (SoS^S aoaay^&p, aca\oao, 

sj'lf^ofio ^ox. ‘ar-pac s33a $oaaa;> sa^’ «a a^ec^ 

gc°) a°a W £J°^ St^ SjoaarjS 6 S»\<S wo*c&3»©>, As ifc»©> 'a-fixa' 
e><oeooo^coo. ^ ^ 

aar-dSo e^o*© 3oa D»a^ (Sgajofcjogb. Sfepoti jdg«cr»eo ajj^s* $ 0 a®3} 
(aasoaoo a© i^as^ax. p;>So 3dtSsjtJ°3S S^xs «2>\ Krtfc$e»io»!b, 
«&>sr>s adSi^J «*© KjOjJS) |So4S ©Six$ p>8>, J5p8jd»a»a fodb^oO SbfaS 
©eP^ Sfe-S. «*£ ©a^^eo aosj ^ i^dSJ-©. 

axr»^cp© aoa^so ^>i3o, kop©> csr»aueso&a»j_ooa. 

U U U= &>too U U I = «S«cjo 

I U U = cSSotoo I U I = esHoo 

U I U= Stoo U 11 = a««o 

II U= 5«CSO I I I = a«CSO 

e^s«cp©a, aag«ey>es *!>&. 
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In prosody, in Sanskrt as well as Telugu and Kannada that follow it, 
the concept of guru and lagliu is the first item. Short letters are laghus. Long letters, 
letters that come before conjunct consonants, bindu and visarga and those with 
a mere consonant succeeding them are gurus. The time taken for the batting of 
an eyelid is designated as mStra. (nim£s5nmSsSbhyam anya:ar£na tulitah kalah:) 
A letter which can be uttered in a mStra is a laghu. That which takes more than 
that is guru. Though a guru is generally equated with two m2tras or laghus it can 
vary: a short letter followed by a mere consonant is only one and a half mStras; 
when it is a long letter it is two mStras; it will be three mStras when uttered as 
a pluta. The Tamil system is different. In Tamil a component is asai; a gana or 
foot is 1 sir’. A gana is formed with ‘ngrasai’ and ‘niraiasai’. A short letter or long 
letter either by themselves or with a consonant constitute a ‘nerasai’; a short letter 
does not occur as the first item of a' sir’. Two short letters or one short and another 
long letter, either by themselves or with a consonant, constitute ‘niraiasai’. These 
‘asais’-‘n£r’ and ‘nirai’-two or three or four join together and form the ‘sirs’. 

Like in sanskrt there are both the three lettered aksaragaijas called 
trikas as well as mStrSganas in Telugu and Kannada. Those with four lines of 
aksaraganas are called vrttas; those that are formed from mStr3ganas are called 
jatis (sanskrt has varnachandas as well as mStrScchandas ;‘matr5 varna vibh£d£na 
chandas tad iha kathyat£-vittaratnakara) In sanskrt the different kinds of 2ryas 
and gTtis that are composed in mStrSchandas are called ‘jatis’. 

A three lettered unit is called a trika. Such trika-ganas are obtained from 
prastSra of the third chandas which means the chandas which has three constituents 
of guru-laghus. PrastSra process: write down all the constituents as gurus in the 
first row. Write a laghu under the first guru and keep others as they are in the 
next row. Again write the laghu under the first guru, make the preceding laghu 
a guru and keep the other part as it is . Continue the process until all the constituents 
occur as laghus. The third chandas is called ‘madhya’ chandas. Its prastara and 
ganas are shown below : 


Symbols 

guru = 

u. 

laghu: I 

1 . 

U U 

u 

- ‘ma’ 

gana. 

2. 

1 u 

u 

- ‘ya 1 

gana 

3. 

U 1 

u 

- ’ra’ 

gana 

4. 

1 1 

u 

- ‘sa 1 

gana 

5. 

u u 

1 

- ‘ta‘ 

gana 

6. 

1 u 

1 

- l ja’ 

gana 

7. 

U 1 

1 

1 

- ‘bha’ 

gana 

8. 

1 1 

1 

- 'na' 

gana 


These are called ‘aksaraganas’ and ‘nisaigaganas’. 
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2)2 liW e^5o s*iKbx *** 

!^‘ 2 ^ 2 (3$&s 0 ofio«« aj« aow 2. Wg’^Js 

gp* l^®®* 5P« asr^0H> $otso&* -aa 

aajaa s^g ^ »o*$ ^a. w ^otp wcSSy , . OC3 ^ 

»o*5 ^ 0 a. *>* «& ^oo»^ to\& ao*S 

ao* 5 13, 42, 17, 726: ” ^ •>- 

^ Soa. *»«> 3!>\3a 5002 docs^. fta^ i«o©»^ 

ST»a^a ZoZT'&, 30. SoS^<S^oa»o IteS: ^ " 

1 _ 62 s», 2. .** a» 3. 3*s 5 s» 4. ^ 5. 6. ™s> L a 

*' ^ 8 ; 9. apa 10. 5ol 11. ,<L? 12. J-q 

13. vQvxa 14. *£$6 15. vttfsso 16. ©a 17. ©?<* is C v S 

iVS* « u f 2l - w 22 - ^ s 23 - M ->° 24 %* 2s - 

4 yj^o«*3 ^(EWJcJSjo (15 53 S) 0;a> Or-auiS®. 

So^jaos* ar^mtoa^aa ap&j® <wfc®,. „ s ^ aa> 4 ^ 

" WoOTO> - “““W 80 ®* ««&.» «. S*SSl 5>L. vOo 

4 ar-ijto iteHWt* swipA®. ss-^se-m »3 x<n» a.* ;++, 

«■» sno^ s&5n. 0 fi*s ^ ib&ibotooa. sis. ijs 0 «*''« 0 o ioatpa. 
rfiKMfcjp Sear, aoo.®: ,^a s*® eitoJi icpoa as*. <43®. 

O o ©aSPtoo fe.2 ^ SSp>^o 6ot3io£>. Sorter e^oo J^po* tfoePfi. 

I , « ea *”ttl° a y^S^’’ S5 ’5 8 i e * s *-5®s>oo a 0 s* d.ooe‘1, atr-s* 

>00 B^SWS 0-®js«o:3 « jsa • a%OSSi > ^ea. ^ 

’ - ,°° 0 S ' mao asjss ‘OSe*ij’ «S®o05&oosoO/ S'® 

sT y^? s ' e Z‘l 218 s * 0<r ‘ W «’ *& a ° WsW 

»^oa. *g ** 5 ««. ^8 ar^ 0=.^ *, 

4+4+4 

4+4+1 - 3+4+2 
. 4+4+4 
4+4+1 - +4+2 

63^0 2>d5^fi dh& &o&>S). 
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In the first chandas, a line will have only one letter. That letter may 
be a laghu or guru. So in the first chandas called ‘uktam’ the number of vrttas 
possible is 2. In the second chandas called ‘atyuktam’ with two letters per line 
the number of possibilities according to prastSra are guru guru, laghu guru, guru 
laghu and laghu laghu-four. In the third chandas called ‘madhya’ with three letters 
per line, we have seen above that the number of possibilities is eight and hence 
8 vrttas. Thus the number of vrittas goes on doubling in each of the next higher 
numbered chandas. The total number of vrttas possible in all the 26 kinds of 
chandas are 13,42,17,726. But writers on prosody have mentioned not more than 
500. Among these only some 30 vrttas are in use. 

The names of sanskrt ‘chandamsi’ are as follows; 


uktam 

10. pankti 

19. atidhrti 

atyuktam 

11. tristup 

20. krti 

madhyam 

12. jagati 

21. prakrti 

pratistha 

13. atijagati 

22. akrti 

supratistha 

14. sakvari 

23. vikrti 

gayatri 

15. atisakvari 

24. sanskrti 

usnik 

16. asti 

25. abhikrti 

anustup 

17. atyasti 

26. utkrti 

brhati 

18. dhrti 



The vrttadhyaya (15 ch) of N.S. has shown 53 vrttas. 

In Sanskrt, compositions in matraganas are called Jatis. These are also 
stanzas with four lines. Varieties of 3rya and gTti come undei this head. Arya is 
composed with ganas of 4 m5tras each. The ganas bha-ja sa-nala-gaga have 4 
inatras each. The first half contains seven such ganas and a guru at the end. Ja-gana 
should not be placed as an odd-numbered gana (1-3-5-7). The sixth gana shouid 
be either a ja-gana or ‘nala’. Here in this sixth gana yati occurs after the first 
laghu. In the second half the sixth gana is made up of only one laghu. For the 
rest it is like the first half. Such a composition is called pathyarya. If the first and 
third lines of this verse continue into the second and foruth lines respectively 
without break then it is called vipularya. If the pathyarya has a ja-gana as the first 
one of the second and fourth lines then it is called ‘capalarya’. If the first half 
has capalarya regulation and the second half pathyarya, then it is called ‘mukha- 
capalarya . If it is pathyarya in the first half and capalarya in the second half, it 
is called jaghana-capalarya’. Thus it is of five kinds. The units of m3tra-ganas 
in 3rya can be shown as below. 

4+4+4 The place of yati (caesura) is 

4+4+1-3+4+2 shown with a dash 

4+4+4 

4+4+1-+4+2 
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33ott> 

S&j&o 

Kes»e» 

Ke» 


"£>& 

t»Co 


aojp^ 

cp 

1 . aoa^e 

isocjsjg^.'g 

is^J x **f‘5o^o*-}-l’C5o. 

7 

4Kcy°©Sba 

2 . aoo°^e 

<5 0 Sdb2j r ‘3 

2 a}o+lar»+ 2 s|o.+lar». 

6 

3^ct°© 2 ba 

3. asa jcp^c 

JKfcSoSLTS 

l&r>+3qo.+l3o. 

5 

3«cj»€)2ba 

4. ©oiKpS^e a?Wfo» TJ 

l&T*+2qo.+l3o. 

4 

3?toooaeaso 

5. 

SOdb^S 

2 sjo+lao 

3 

2 ncj»© 2 ba 


SSjttoST 6 dfcfi jd®SS7»(3o 6ofcojc>a. 


Sr^lferoSaa SWta (UI) ^foo (ni)» £><£oi 3 
^ a^oo ISoiiSt 3 «^ 0 o <£>3 ^o. >< 3 ^ 45 o(^&> 3 »« 

»^«CT»e Sb^JSxD ar»|«o 6 oC*©. Sa§ (S5S> adblSo aj^o &Si. (^©5 
^O»eo S>Kcjo< 5* Sr»6j^ SoKoO &gp 2?<3boa^ ©&j a SDO§©« 

(«i»o) ??&oa.) a “ 

-iS 5C: ^*<So(d5«CToo t.%. SJ’C^«cjo5 6 «)&<&> nepQgLfio dSo <S7T° 
*>* >CPe» ^SSdfc&oS* SPS^S ajiW © 2 $>«Sboa. arSa 
^sepa^arsts j^pgcpaj. adn» &oa»©. ^sds-.©-©^ d»aao&d 5 r^eo 
fo&jjpejar* ©9» a>s© ©to c&3>ao (ss^a aaojo- &r»sao. 

*• e^cpasgtosjxs^oa >©^©3 ^a+^sbao. a^aasb ^aoo^o 

3&oto ssooesd acsa E°<aboa. &ai g’oaco id»a 
d&83 ©oAse>Cb. L 


&as 3a>«j^ jpsjs 3a>. sa^e^e* ^ase^sc^a. 

&»1 3*sa, 3°3a ©» 5 ^g» ■&&. a*a> d*a°eootj*oa> 

T £ •* **®* 16 «** .* 

voa 8g ^ &PO, a*o. i( pif kcp© iaa t* arss^a .£**, a,*^ 
-saa ©a **.»» aa^e,. 6 as ©o*»ao^a 60 ^©. Sar^s© &a 
Z^o^o Sba 9 s^ l «o, 5t^ (6+9=15) 8 ^ «»* 

\ f*? •» •»>»• 2 Iba 4ax*i«s© ««*©> *** 

w _ ^ *«*.)« ©ao^a+ a.ejga i>aa. 

Igfl zls ^ 5 ar ^?' * J ^ sa S3iSo ^ oiSo; **»««>&> sa -aaa 
So ^- ^ ®oa*a^a >t3o^eo. ©a^sa a^oa&L. 


in 


S-SOrya In=Indra. C-candra 


Name in Name in Ganas in 

Telugu Kannada Telugu 


1 .MahSkkara 

2 .Madhy Skkara 

3 .MadhurSkkara 
4.Antar5kkara 
5-AlpSkkara 


Piriyakkare 

Doreyakkare 

Naduvankkare 

Edeyakkare 

Kiriyakkare 


lS+5In+IC 

2In+lS+2In+lS 

lS+3In+lC 

!S+2In+lC 

2In+lC 


Total Place of Yati 


7 after 4 ganas 
6 after 3 ganas 
5 after 3 ganas 
4 after 3 ganas 
3 after 2 ganas 


Kannada there is no yati as in Telugu; but prSsam is common in 
both the languages. 


UtsSham: Each line consists of seven surya-ganas (ha-gana-VI; na-gana-U3) 

plus one guru. The first letter of the 5th gana is the place for yati. All the four 
lines must have an admixture of haganas and naganas; but there is no fixed order 
for them (If all the four lines are composed with ha-ganas only then it becomes 
sugandhi vrtta; if composed with na-ganas only it becomes Vicikilita or Tarala) 

Dvipada: Three Indraganas followed by a suryagana make for a line. The first letter 
of the third gana is the place for yati. Two such lines with prSsam make a dvipada. 
The lines should be separate and one line should not run into the next. Prasa yati-the 
second letter in the line repeating next to the yati place-is prohibited. Palakuriki 
S5manatha is an exception in this respect. Dvipada has been popular in Telugu. 
If pr3sam is not observed in dvipada it becomes manjart dvipada. Some scholars 
approve of prasa yati in this variety. 


Tripada: This is not generally used in Telugu, but popular in Kannada. 

Catuspada: This is also called caupada/caupadi. It has four lines. BhTmana, a 
prosodist, says that it should be composed with 16 matras per line making use 
of caturmatrS ganas like bha-sa-nala-gaga (UIMIU-U3I-UU). Other prosodists like 
Ananta and Citrakavi Peddana say that it should be composed with 3 caturmatraga- 
nas followed by one suryagana. It must be embellished with antyanuprasa. 
(alliteration at the end of the line). Yati is after 8 matras. Composing 2 sOrya ganas 
followed by 9 matras and with yati after 8 matras makes it vitala Catuspada, says 
Appakavi. Ananta and Citrakavi Peddana put it differently saying that composing 
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55t»(3o kct*oo 5o7*aot3 Zu(S ^ 57»8£too &r»©j (5+5+5+3= 
18) 8 57®(3olb(5 c2o©, ^siSgoiS (>5eo •Sv7*eyS§ ‘gcr* 4 o 53o5/ja’ esSJ) 

&>oS>. ©5ofo5* 2K- esTJ© 5 5tf"*(3o fiC5»eo. 5a7*&o(£5Ke , 5*eiho3 1 

SpS^foo SS^o esS £k52 o 5 "2>2og 35^£jdoa. e£>5y&a a^5d5 &Q8co£> 

s°S, d5o©>5o5* 57>(3o §°63o 57*87} 55ooa. 5eto7*0 ©oK2 200(3 
32 ‘58>o(a5}383*^g8o (e55x>(a3o)5* 5^8 e>5x2)eo 5 6oS 5o7*&o 

£b& a,g <o7*8£?too (5x3 =15+3=18) ©otoT* 5£5e}g i oo7'i* 3>}&i. 

5o7*£*?too 5”© eog^Co d5o©, t?a^o3 [>5eoocr®©. 


3SWk«* &3§ (>2o8£o &&. g2j£o5* i^abe^oSo^.' 

g - fo^ - e: ^ >a*oootJ*coo. ajJSdS^oa^a! 3s?o+l57 *. w ^3cp»j 

•3o5o>8o S7>6yiJ 3805*23 t*S ><5o E*3ooa. 3-5^7 KC7o 3*© e^Oo^ 
507*^0 5*to c£b© 6oc*©. |>5 6oC*©. 

A3ooj: 32ofo 65£73o<*£ wto'Soa tltoAifcea^S). A35o3a £>53 .>57* 
-®-« "So&7* 55o/\3oox 5t3l 2*oo?b > 13 * 00040 * 000 . 
(>5^eSo. (>5dSo© 3oo3ooa. (5©>5o5*2o 157* + 2 30 + 257 * 6 o£ 2 * 5 * 
too wd5^So d&>© &7*8}3 esS ^toft© es^3ooa. ^5>o*5* 3 5 t» + 
23° 0S*85oo5x(, 55>o*5^ 557". ?te3*eo2^ 6oto7* 2*<5^too ^a^&OoS* 
d5o©g7=d_}3 wa wto-SoS «25o5o&o4oooa. ^55<5£o (o»% «« ’3oSot35* 

^20*5^ 3dj 3>}©; es5y<& A© ^5?7*«on*^ 50«rfo5u5o3boa. wto5oa 
©toAeSo©^ 3<£n* 5j;3o(3ofi* (2*dio52o}275a ©©52 5ofl3. 

«D3oA©, "5jo2A©(g5oo2A©), 55£*A© wlS© 55.5oA3beo. (5©>o®£§ 

ls(o+ 257*. «CT*oo 6oto7», 5o7"£*too <a>a<^5o ci5o©>2oA* 6oto7", 
2*«»>a*ooo^a 53oA©. (5©>5o5*2o £>&r* 57"8 ^c3*ooo4oJ* £><5*too 

"3ooat3 e^8o d5o©>2ofi® 6oto7* 2 *qo>C 3 *oj 2£3a ‘5oo2A©. £>55 

«s5^gS g5oo2A© es>5 5^5>8o<T»ao. tstoTSoaoSb 2*«o>C75^|>5<§* 55&A© 
^£)oX>n&S0Oi00O&. 
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2 . jryaganas followed by 2 caturmStrSganas plus one laghu gives vitala cat 

is also gives only 15 matras per line. Appakavi prefers a guru at the end ol 
the line. Ananta and Citrakavi Peddana prefer a laghu at the end of each line - While 
these latter writers observed antySnuprSsa, Appakavi had not. The 3 ganas of 5 
mStras each followed by one suryagana (5x3+3=18) with yati after 8 matras and 
3di and antaprSsa make it KarnSta catuspada. In Telugu, ganas with 5 matras each 
are naga-sala-ta-ra (niU-IIUI-UUI-UIU) which come under Indraganas. It has heen 
said earlier that 3 Indraganas followed by one suryagana make for dvipacla. I hue 
arflata catuspada can not be different from divpada except regarding the plate 
o yati. Vellaturi Lingana in his S.A.V.R (unpublished) gave this as padal aksana 
saying three kSmaganas of 5 laghus each followed by one suryagana (5 x 3 -+ 1X) 

with 3di and antaprSsa and yati on the first letter of the third gana (11th laghu 
) make it a padam. 

5foP adi: This is y ery popular in Kannada but not used in Telugu. 

TaruvSja: This has four lines. The dvipada chandas of 3 Indraganas follow ed In 
one suryagana if done consecutively twice becomes one line of TaruvOja. Vati is 
observed on the first letter of 3rd, 5th and 7th ganas. Pr5sa is observed. 

Gltam : The Telugu upajStis are ataveladi and tStaglti.The comniun 
name tor both is gltam . Among the indegenous gltams these two are samaglt inns 
These have four lines but without prSsa. PrSsayati is allowed. One sOryiigana 
followed by two Indraganas again followed by two suryaganas in each line, with 
yati on the first letter of the fourth gana is called ‘tStaglti’. It is ataveladi if the 
first and third lines have three suryaganas followed by two Indraganas and the 
second and fourth lines have surya ganas for all the five, with of clourse, yati on 
the first letter of the 4th gana in all the four lines . Either of these two has necssarilv 
to be attached to a slsapadyam when the latter is composed, in which case the 
attached gltam will be treated as a part of that . It is obvious that ataveladi and 
tStaglti can be written and used independently and separately. 

Ettuglti, mClanagTti (KamalanagTti) and pavada glti are visama gltuins 
in Telugu. One Indragana followed by two suryaganas, with yati on the first letter 
of the third gana makes for a line of ettuglti and it has four such lines. Meianaglti 
has four lines, with each line having seven sDryaganas and yati on the first letter 
of the fifth gana. Appakavi has called it kamalanagiti. Ataveladi with prSsa in all 
the four lines is called pavadaglti. 
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e^iiTSii <3a© SSS.SS5083J SSSoSoj^j 

SSoeSi^^ SoScJSs 2o&>£& SPeofo 
jpa£coex>aa ^<a3 $5oft <.Be» 


Sou 


jpeofo £pa 08 i>e» w°S 

•d»e»S SS^o-Cfoc5fi>c&> asSaSyiSo £T> 


feo^" a&>sa&oaa a° 

C'ooSjd ^Paa^^a^D 3S' , ^oiij5’ 


«SiAh aa.aa Spaosaa^s 6® 'SocJ&D-csjoes 
aSa 3i5e»aaaeaa "SsS^g^. ■CSoiS'Saa 
asaaa aydaaac Sea; saiaa 
esCaaaaa &>a daaycST'Sa^C &ac3a. 


31 


32 


33 


ar»iiS^«ear>S ®oer>sr®G« (1) aaaa^apeo (2) aa.sSaSSjOPe» (3) «s>C asSa 
®a aar°&a cWean® iotJ'cas. esoaa^T 6 aa.&a ay&o es3a a^eaPt5 

£pa°^ o^’&^oT' 0 £-§ fl J r ^ r a$oA° Aotaaoa. (31) 

^>e»«a a®o»ejp“ ^ aaon° a£3a asaajso. aaaaaaaiSa &T°C° SPtfoS* 
Stfp& ^poaSPCPeir® e,"§ aao7Y> a&aaaoa. (32) 

g?a aos^S* Sa^afta s-StS^ao Sajpfi^ao es^a e-S aaon° ^oooottTP 
asao^s* sa^ana 'SoS^sPao a°ao ep^a "Sa^s aaon» 6ayTa«5 

epayaa ©gaaaay«5aaa2ao3asaooao&. wep« aa^aao sx°c° ©saaaadsaa 
«9a^«ar^a> 3d^ao. (33) 


sp^usa^o aao 5»aoaaiSa aor^cpal «j°a esa^atxA 0 <&otaaoaa "a^asts 
aa^oS -6 3S^a ^oasjs ■&• aaj-* 1 aa ao®^ acs^e a^ar»a ^cpa^coao-oa 
3^oaa., 3*vy tf q^cPoTS aa°o&r° ©a^ocoo-S S^a^as. 

aaypjson® 6o"^a aaao, aaaos°a& sa.aao (s+aaa - sa.aa) ©5o, 
tso~&> afoPea, a&r'ao7T’> 6cf£a& ©5 aaao. 

7 o 


^Posd^CPo ST^Ob^ &j£P£)§ Stosp^e^eao. SSSoSjo, 

SS^SSodjo, ^OSSSoSjo ^or? 5 epSjccDO-CSbS^SP®. eo£b^7S 

£PCO&> ^C^OT* £POD?b (2w§^£r°£o e*§^SSon°) DS\SSo 

32S^&o6. 
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Verse 31-33 


Tr.The entire vrttajsti comes under.the catagories of (1) sama vrttas (2) visama 
vrttas and (3) ardhasama vrttas. Among these the visama variety has each of its 
four lines differently. (31) 

That is sama vrtta where all the four lines run in uniformly identical 
way. Similar is samapada whose four lines are uniformly identical but embellished 
with tala (32) 


While the odd numbered (1,3) lines are composed in one way as the 
even numbered (2,4) lines are composed differently then it is called ardhasama 
vrtta. Annay3rya has stated that a similar padam is called ardhasama padam (33). 

Com: The author who extolled in the previous verse padya (stanza) becoming a 
padam (song) with the hyperbole of gold getting fragrance states the three 
categories of vrttas and applies the same classification to padams also in these 
three verses. 

That which is even or uniform is sama. That which is not even or 
uniform is visama (vi+sama). That which is half even is ardhasama. 

Since the main characteristic of vrtta is its being in four lines, this 
evenness,unevenness or half-evenness has to be understood in terms of the four 
lines. It is because of this that each of the four lines being different in structure 
or composition is described as a mark of visama vrtta. 
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3}Sjr& -&» SJ®Oe» £®e»?b £°a®eafi® e3°©be&r® 

ASa'iiJboSj sr®a® ©Sj&Q^cco. ‘SytS tySSso’ es>73 3&£x>#o £s s-cs 
SJ®oi*3i ^aSiT®3*S£ 2T®(irfb esoesj^ 6 &Sy ‘es»a’ Stfo ao®^© 

aPifeoST® 63a®ifoe>So sySgofi® s®tt«&o&. 

ssr 

S®e» d®C5»a7® SSSson* 3s &)«£<»& ‘7To S)«3®’ ©S^Od. esSy&o «>©£ 
SSoS)0^€», SSi.SSdSjCPetf - ® 7r*e» Sy€P© SftS'J S£pcod. 3od5Syo*>£ S®d5o€T* 
6 o 3 ej^o^o So^Sd KdCo. 3j©363r° $o£$o es£ySy8d £®o®S§ $03 ■S'SyS 
«^cr»©50tJ®dSdS esgo. e^a°^3 {$©3 6o£S3d);5dn®a KdCd©SddS£)© (SJSdo, 
Kes®©d &r»CS$3i}. esePfo KSdg ^©^CofST 6 <&oc£ «^© So^So 

giddtd<£ dsotor® SdK& S®o®£3 fo8o©$dd (gSSd'Sj'* KeWF® Sj®©«$ esSyC® SS, 
Sdtfjo <5®©S«C3 oSS 3oSS 3oe5s^sr»s3 SotdoOoS &otx>o&. esSy£a ‘S$£®S 
Sfi.Sd J^SSo’ «>S!bo-CSd§JOtddo&. ?bCbe)5od^)o 3o® Kn®e> (gSooS* d®tod 
53o$£&r»G® &r»©3 ‘3i5£gS SS.Sd SyiSo’ ©S&oCSdSdoUdoa. i^ea^o®#*^ 
e^© Sosp£, Kd©d©£co ^gSdo 3a® Kes^gSdo &S®crSs®£®ao3* Sj®©2l e il eaSy 
©& ‘SiS^SCSgS SS.i&SSjiJo’. gcSaSors® e^C So$p£SJ®©Sooa® e*g£Ko - 
e»o"td 3ofio S®a®£f^ d»o<3 Kd©ae$dd(gSaofi®S to^gSao n»S 'do£ 6 3Ko4) t Sx®0«$ 
©Sy&a £ S^^cS ©Q SSaSjiSo’. e*gSfi°si "3o£*Sn°S§ e^Q Sosp^ S\T®G® 
&r®©3 e»3ySa ‘S©£®S eaCSSd S\do’ ©S&oSagoooooa. 

6a®3'©es&> lliS 3oO»S§ 3o&S (1) go(d5S(£3 (2) 6"£>o(aS[ss (3) 
*■ S®o© (4) SJ®^ 6 ©^ es3 ;j®ea ©3y Sye53®o»©5* ‘i3®a®oft’ ©3 SjS®S SS,Sa 
Sj&o SOySdeJbS^a : a»S SSO®©S. ^ 

gPO^oH > 

1 &Sn°^5o : ^©(£5 «Sj£3 - $-£$** ss-rr 6 Kcpco : 11 es^cr°ex) 

2 d^iSo : «S|g - ss-^-ss-n® fi£P©o i 11 

3 3r&£$© i - ^“£3-ss~rp ttcpeo : 11 es^cpejo 

4 tp&o l aPtjjfid^ “ e5o-iJJ-^“2S • 11 e£^CP05 

‘es©« «S®v^o’, ‘^(SSS^S.o’ S^>S SS.Sd^ar»ea. 
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These remarks apply to jatis and upajatis also which are composed in 
Although the phrase vrttajSti is in singular and denotes only 
’ 6 co ™P onent j2ti is used in a mnemonic sense as a reminder of jati and 

upajati verses. Vrttas whose four lines are dissimiliar are called ‘gauna vrttas'. So 
ardhasama vrttas and visama vrttas come under gauna vrttas.The serial’ number 
of the chandas mdtcates the number of letters in a line'. Thus 20th chandas means 
that a line of this chandas has 20 letters. While the number of letters may be 20 
per line there is room for the order of gurus and laghus or ganas changing in each 
hne. So if the number of letters in the first line is maintained in the other lines 
ut with a different order of gurus and laghus then the unevenness pertains to 
e chandas of the first line only. Then it is called svasthSna visama vrttam. If 
the number of letters also changes along with the order of gurus and laghus or 
gapas it is then called parasthSna visama vrttam. If each one of the four lines have 
different number of letters, order of gurus, laghus or ganas then it becomes sarva 
parasthSna visama vrttam. 


In the same way, if the number of letters remains constant in all the 
four lines but two Of the lines are having different order of gurus and laghus or 
ganas from the remaining two then it becomes svasthSna ardhasama vrttam. If 
one half differs from the other half even in the number of letters then it is called 
parasthSna ardhasama vrttam. 


For example a svasthSna visama vrtta called ‘VSrSngi’ is formed from 
four diffemt types of verses called (1) Indravajra (2) upgndra vajra (3) kSnti and 
(4) vStOrmi. All the four belong to the 11th chandas. The following are the details 
of its formations. 


VSrSngi: 1. Line -ta-ta-ja-gaa - (11 letters) -Indravajra 

2. Line-ja-ta-ja-gaa (11 letters)-upgndravajra 

3. Line-ta-ja-ja-gaa (11 letters)-kSnti 

4. Line-ma-bha-ta-va (11 letters)-v3t5rmi. 

AngajSstra and NadlpraghOsa are two other 'svasthSna visama vrttas. 
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IOcS -^3oi5333^T®3 $-33-3-A (10 ojg^o^oi) e>l5 £5oA^3© «r > ©oi ro d5o7PoS3 
llSS $o8o«*3 <S-<S-<S-X-K (11 e&CPeo) S*$2 >a°03 2,3,4 tooo 
7P33 30 £53)£33x) (Ov3^^c5 33.333^£$o oD£5^£So£3bo©. 

£)es°C-333co, &£5<5, Skd&C, 33C?£&2 es^S© 3S05;^0 3)€P03?P 

q&ajS* sa^a&aa. 53 “” 

Sjog 8-g^ -CHotSoir* ^)d3 32o*b;3 A3Coo$i303o 3sr>^SoS>* 

3&P3ofi» 6 o££> 3&>3)«5o. £>33 diCP&Qczzo ©333Co. &>3o 
■u>&>~£> SS^gPeu e5Sd7P 3333^ SP(§. [Ao$22>_ 3333^$ qi^CS 0 !^ Sc® 

£ ^°5o3d5o 5 es>ofci3i3Pj&a. «sco3i$ c)S^_S A3o3oC53o33 eso-^oo 
t^tS’SoSo 6^a». 3$o «>3^3y&3 S45^'ST»^g‘aj» $-»S5o SSoC-S 

S^coo iCPeosb^CPo 5 op&>n ©3 A3&30-C$3§ < oP&. <Do£&So~&3 3cpo 3 3^£3oO°eofi' > 
6otT°cco, jOPossteJ 0 © &3P&>^ 6oU3o£. iSCP^S eso^o -&< 3 cp© d^CPeo 
SP«Pe)o^)4?°e»rp 6ot2Pcft>3 ^0(32^ €T»c»S^ A36o© 23 36,37 

3CJ°£0 3£5 03oAoi325’ 6 <sSb3 ,, < ^ A33£>o-33©33 e90-T°eo t,2tl "3o&3 3d*^©. 


3n°3l eiicp 5 po2o &6c£ tPAeP-C'' 1 ^ o°Ao gcfls sp^o SS^gp^'Sioa. 
^2cp?p 3S gr>e^3 3 cp 3^ efa 0 £po 33 iSsS’g CPAod* 330$"5 q 

S»3 2a2gp<P3S 5r*©y3 d°4o33 SSi5*2gP« n, 3§ 3j" c 2y-30 33001533 33s®db. 


«F>$5o§^3o e^CPo Sj^Coj e$33$y3& &ofcoooS 2332 e#&r°&^ 33fT > 20 13 ‘v ro 

3i SaQACPdi). 3333<3o ©3^30 3t5o£>*3 3' 0 ©3S)' 0 ^3 0 ©7 1,, 333orP dio&&li3 
S«£3o gp*$AQ &r*G° 33307Pl5 es^dCPSP®. ©oti oc&^Oft'So&CP©. "SAon* 


£p&e5 (e53eSS5j-°^o. 33$£{5go7P £p&^ 33$£3J-»3 o. 3C5°5o?P £p<£^ 3eo©8 

S5x»^o. 3eo2>0°3§ 13t3o$) "SAo 33$S£3X' l 3o€f 6 33, C5°3§ c3t3o^ iSAo jd3o«# 
3J"'3 o5 < 33 6040*003. -S-67P3 A333S 1 >o 03J*oo ‘odl’. -&« odi>035333 

ot3 ‘cssi©’ ©i$a 32\&34fcoa. jpt3©^ ‘333dS3©’ ©i$& e»243. 0*«o£* 

CO eJ 

^SSo’So^S s^o^SSJ^no^o &/l§CiSc§) e>o?v>ex> &o"&> «>& j&°Sko£>. 

aj^&j“°eo7P ^Peofo e^CPo s®oo e^So$coS§) eso^. ar°e5& e^cr°o^ €P^o 


ef>£> S)^€P^o e)S§)^bo£>. €P<c^oSo esjS^CSo^ dotxo5 
d-CS^^ 6 er^« eSS^do. ^SSjp^s*cpco &o& S^saoJ^ap^od* «£>^) 

3ex>^^o’to-CPco. &&>&cpo -aoiSa^S 6 d^uo ^ePotS CP^e^DO 

6oC°e>oijac3r^Sd ^ 0 $^. 
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With ‘Rugmavati ’ having bha-ma-sa-ga-ganas (10 letters) of 10th chandas as the 
first line and DOdhaka lines with bha-bha-bha-gaga ganas (11 letters) of 11th 
chandas for 2nd,3rd, and 4th lines a parasthSna visama vrtta called ‘srlramanam’ 
is formed. 


VTnSracana, Uddhata, Madhura and Manidlpika are given as sarva 
parasthSna vrttas in Telugu. 

A vrtta bom in a particular chandas running uniformly in all the four 
lines with its order of ganas and laghus and gurus unchanged, makes for a 
samavritta. There is no need for examples here. The vrttas we generlly read are, 
more' often than not, are sama vrittas. The author has applied these regulations 
to a padam to define a samapadam. But there are one or two points to be noted 
here. While thinking of a vrtta we have to forget the padya or slSka and rember 
that it is a composition of four lines. Padams are vritta bandhas in four lines but 
they are not padyas- or slCkas. The author says that these lines of padams are 
embellished by tSla. Though the author is going to speak about tSla in verse 36 
and 37 some points need to be stated here. 

Between the rSga and tala of a padam or song, the latter is more 
important than the former. A padam or song composed in a particular rSga can 
be easily sung in another rSga. It is not so easy to change the tala in which it is 
composed. The letters or syllables of the text are arranged in such a way as to 
suit the tala that the composition does not fit in with a different tala. A samapada 
has not merely its four lines in a uniform fashion but its tala too runs uniformly. 
That means the laya has to be adhered to. Singing fast is drutarnSna; singing with 
medium speed is madhyamSna; and singing slow is vilambitamana. The tempo gets 
doubled in madhyamSna which gets further doubled in drutamana . The standard 
of this tempo measure is called laya’. Based on the behaviour of this ‘laya’ what 
is called Yati occurs. Samayati’ is one of the classical three or modern six ‘yati’s. 
If the tala has the same type of components having uniform time-units (kaiaprama- 
pa) then it is called samayati. Generally the time taken to utter four short letters 
is called a laghu. If tala occurs after every group of four letters it is called ekatala. 
Since tala is known by the number of letters that it may comprehend , care in 
composition is neccessary. It is enough if we understand that the laya of a group 
of musical notes with uniform time-units has samayati. The author is saying that 
the composition of samapadams has not merely its prosody but also this tala 
laksana. 
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3)oS esg&SSjS^So. ;r°e»?b d’>C3 0 o&r s &^ «>ccolS3y2Sa ©CJSSSiSS^o©"® 

"SoJ&i^C^eo 8-S2)$on»^ SbA©3 'So&i>e5'>e» ik^gSgoTP^ ^oO’cSap -0 SoC 

<*3 

Sboa. escooel b'So&t >cpe» «s>3ja gr»a'> gg^a e,g ©otfcSo. S*©'3o 

5o>C3»oj (],2) ^gJiKo. iS3©"3oJSo^O°eo (3,4) &>S”g »Ao. sja e-SSgS. 
^>ct>so (1,3) e-SSAo; SS^CPeo (2,4) ikS^g 3Ao. sja SfcS'gSg©. -£< 
"So&iSg&xa ^tFoSSS-Cky biOi^iZPLxi ep^dgieo e*g;frao 2-g©gon®;&> SoA©^ 
£iJ-®&>3 1 >ai'>e» &>5 , gggo7P&> 6^5yttogr»a esCSJkSSi^ es^ik. biZ^S, SSjCo 
tS c^cS esOSoSJ’eo, SOiJPcS estf S2tf-°eo e>l5 jjS&o 6o4ox>a. 

esga&PS^ llSS £oCP3§ 3o£>3 3)0|d53(zs, 6^0(625^ ej>7$SPfc3 
3o(?c»o &o<£ < 65tSP , S’ 3ofo?to jAcijpn^ g^ejZ^jtfooa. «jo(&JS^e 3 gj 

#,«$,23,Kfl - ACT»eo (9-i2- 11 es^CPeo) &l!>o(tfJ$|egc> 83,«S,£8,fifl - fles°eo 
(9+2- 11 e£^o»ex)j ‘3o<£ot3§ 8<3 &©£p£5o. -&t<5o&oi5 Sb^cso \5# 14 
©S»e» 6Ses®d So°^e» £>S^5 «j»cc». 

‘£>g(is£p^, csecjgjo&sr#, s*zgitsh8^5 

i$<3«5*3'&aj’ StogSV 63e»a«fej<>«’ 

®3 qg^CT 0 ^ ©&>3dov) w?fcpe» ^od5 

q - go[gSS[e3d°ao, 6- 6"*>c^a 55(23^^0 ©3 SolteJo. ^eo?t> qgjr°ex> 

SS&Jifi 0 1-2-3-4 d°D°ogo fo&e». 

1. s)-6-d»-& 8. sj-ss|-aj-6 

2. &-%-&-& 9. sj-sj- 6-6 

3. 6-6-SJ-6 10. ?}-6-S(-6 

4. &-&-&-■$ 11. &-3-c}-& 

5. 6 - 3 - 55 - 0 ) 12. 6 - 6 - 55 - 5 ) 

6. 5)-6-5)-S| 13. 6-5)-6-S) 

7. 55 - 55 - 6-55 14. 55 - 6 - 6 - 55 . 

2oZ$ (Ao$gC eih (1,3) d°a°e» t,gCgoA» SO (2,4) d»cs®eo t,gCgo7P 
6o£oo ©Clii&qg^ejSSiS 35^ur»3^ 6SqS,rao7P fejJog'jp©. 12 

SS$oa»£S 3oa3 ‘^too^eo* (s,8,S,a) ©3a ^dfcosa 

(jS-^-Es-g) ©3a ‘©*Sd 0€T»^o’ ©3 ©{SS&iJ^ao ©2$> 

ifcoa.©ep3 13SS 3oCPS3 3oa3 [5^6d (ja-iS-ss-C-A) &PC 

(ss-jS-S-sj-k) ©3a 3 ©£°cp€£;& 3^ ‘ss^da’ &>3 ©gs^j^eo ©:§)<&oa. 

g2 Sc^SPBS&rnis. ° 

*) CP Cp 
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ardhasama off v ^ ta - A v ? tta being a composition of. four lines 

half nr nth^ff 3 s . u 2g es ^ s . *bat ,9P e half or two lines being one way and the other 
W rr,nSft * lln f being different. But which two lines? The first and second 
if one wav^n^oV 6 ha l f v a ^J he , dlirci a " d fourth lines constitute the other . This 
nne ha^ a y nH f i king at "umbered lines, the first and third, constituting 

half k anftK he even " u ®bered lines, the second and fourth, constituting the othe! 
have VaiUd 1 ?" w ^7 ^ 00 ^ an 8 at ll - Both these can be accepted. But the prosodists 

d 5 ardhasa ?na even when one line is in one way and the other three 

ardhasamas Siere^ am ^ c * assd * cadon sv &sthSna ardhasamas and parasthSna 


a • jl f^P n 2 the svasthSna ardhasamas, the ‘upajsti’ verse composed by an 
admixture of indravajra’ and ‘upgndravajra’ metres, both belonging to the 11th 

rm/rf^’n- l?„ n f is seen in Telu S u works. ‘Indravajra’ has ta-ta-ja-gaga 
t\/t -VV). ganas (9+2=11 letters), ‘upgndravajra’ has ja-ta-ja-gaga ( 

iyi-VVI-IVI-W) ganas (9+2 = 11 letters).Yati is on the 8th letter in both cases. 
By muting up these two metres 14 types of upajatis are formed. These varieties 
are shown below m accordance with the Sloka: ‘gkatra padg carana dvaygvS, 
padatraygvanyararasthitascgt, 'taygrihanyatra tadOhanlyS, caturdasOkta upajatibhe- 
dah. 1= mdravajara . U= upgndravajra. The four letters represent the metres in 
the serial lines of 1-2-3-4. 


1. I u u u 

2. U I U U 

3. U U I U 

4. U U U I 

5. U I I U 

6. I U I I 

7. I I U I 


8. I I | U 

9. I I U U 

10. I U I U 

11. U I I U 

12. U U I I 

13. U I U I 

14. I U U I 


The fact that our author has indicated the odd numbered lines (1,3) 
being composed one way and the even numbered (2,4) lines being composed in 
a different way as ardhasama should be taken only as a symptomatic statement/ 
Pramitaksaram with sa-ja-sa-sa ganas in the odd lines and ‘priyaipvada’ with 
na-bha-ja-ra ganas in the even lines both belonging to the 12th chandas, give an 
ardhasama vrtta called ‘Ajitapratapam’. Similarly ‘praharsini’ with ma-na-ja-ra-ga 
ganas in odd lines and ‘rucira’ with ja-bha-sa-ja-ga ganas in even lines (both of 
13th chandas ) give another ardhasama vrtta called ‘ratipriya’. These are svasthSna 
ardhasamas. 
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10 a aoa°a§ 3o&a aiSSx>§) (a-a-es-K) sS& a^ep^as lla aoo°a§ 
3 oaa aaar»©(a-«js- 5 -©-K) aoa»a»€£as alb ‘aar'fla’ ©3 as£ga ©ca 
apa^ao © 2 §>$&>o&. ©”ta 11 a ■aoa®a§ 3oaa s©o«o©a» (©-e-e-a) «5a 
£»o»£*a:> 12 a aocpal 3oaa <§*tpsa» (a-a-a-a) ae^cp^as aik ‘asa 4 
a» 5 o’ ©■$ ac^a ©oaasa^o ©^*fooa. qepoda zjos® 6 a°^cas. asa§s 

CPeji. 

gepoiS ©aaajqg^ooS 4 &r»&a acpew ©gaajaepej ©aioaiSooupdba 
©a^aj*<T»cb^e» sa^aoon® aa©sjaiCP3*ajg©5 e^csa^o daaapjcj. 

aajacpogj as^aojn® aa.ajacp©& ©aaaoacposj o®®aoao$s"|ba a]|§o 
£&3g3«aao AasaovP©. 

&ocl ©as»**©a> ©a^oda ©as^&apoa a., o. ©oaajpjaoiS© ©a^odi 
«^co Aa^csiias^a ©a^oda ©asaooo’eas'a ©a(d®dbos»&p. aa^aor° ©a^ 
ascaxp ©cooa a»;5^Spoa®©. 

1. 32 aa^o^sa aa^aao ‘o»«n>©og)© ^aj^ao’ ©a^&i. s^a 
o°$ax>x5© ©©og&oo&a fr&gpao ©a ©Co. a^d^cpeo o^as as^. a® 
t-aftcPoP© ©a ©a^dSjo. ©o$s®a cpspoospoo 6ogp© ©a ( 5 Po©aa§r> 
aaj. <$$€5®iP©a»<£ 35 ©®«p©ga ^ooacepap a^cpoe^gr^a sp«p©os®cp©i 
&a^ar*oa£s‘S 3 ©ccoa® ©<&>a ©ajax&gscrtx a - ®© aa^sp^a aais®& 
ai&a. j^ooaocpaj ©&&©! aa^aay&j ©a^ascsb^aj asjoaauj ©a^ar'-cr®^ 
ao^eS 3^a^a. s»wd s^eoaecpaj a^eao-cr»eo5* savoys €P-cp©ospcpep 
©a^axsb^ 32i^a e^esoS^^a n°a^ ©a^asod -&* ©a^fo e^cjo^lspa 
0 ^«oaao »o«r*sgon» 6 oaas. 
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‘Sumukhi.’ (sa-sa-ja-ga) from the 10th chandas in odd lines and 
vanamSli (sa-bha-ra-laga) from the 11th chandas in even lines give a parasthSna 
ardhasama vrtta called ‘viyQgini’ . Similarly* kalitSntam’ (ta-ja-ja-va) of 11th 
chandas in odd lines and totakam (sa-sa-sa-sa) of 12th chandas in even lines give 
‘manbharam’ another parasthSna ardhasama vrtta. There are more like these. 
Enough for our purpose. 


That padams having this ardhasama laksana are called ardhasamapadas 
was enunciated by AnnamScSrya, says our author Cina TirumalacSiya. 

We may note here that tala is not referred to in the case of visamapa- 
dams and ardhasamapadams. 

A Sastra explores all the possibilities. That does not mean that examples 
can be provided for all or that one should follow all the possibilities. One has to 
make a healthy and pleasant selection. 

In verse 32 the author qualifies samapadam as tSlSlamkrta sSmyapa- 
"dam. It just means uniformly lined verse embellished by tSla. All the four lines 
must fit into the tala uniformly well. One should not mistake it to mean that tala 
alamkSra should be there. For all the 35 desItSlas there are, no doubt, alamkSras 
said to have been composed by PurandaradSsa, with their svarasanc3ras. But he 
was only a younger contemporary to Annamayya. Annam3carya caritra speaks of 
PurandaradSsa meeting AnnamScSrya when he visited Tirupati. So it is not probable 
that tala-alarfrkaras with svarasancSra composed by Purandara dSsa should get into 
Annamayya’s work on sanklrtan in Sanskrt or into this Telugu work 
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Verse:34 


Tr. Now nibandha padam is being explained. It possesses yatis, prSsa, 

words following matrfi-ganas; association of a tala; it carries a certain meaning 
intended to express; it will be a skilled composition. It will be a beautiful one, 
its sweetness surpassing that of the wine prepared from the flowers of Bassia 
latifolia or even nectar. It has become famous in the world on account of TSllapSka 
Annaya, the preceptor, composing them. 

Com: Tallapaka AnnamScSrya is extolled as the preceptor of padam 

composition. It was Annamayya who. propounded the regulations of padam- 
composition nominally enumerated by Bharata as ‘pada-niryukta’ which is simple 
hymnodic composition . No one seems to have composed as many padams as he 
has, not merely in Telugu but in any Indian language. The excellence of his 
compositions is such that other padya-kavis can never hope to come anywhere 
near him. Language behaves like a ball of wax in his hands with maximum plasticity. 
His imagination is sweeter than the sweetest. For all these reasons and more, 

preceptorship of pada-composition is justified in his case. 

The words nibandha and nibaddha mean the same thing, ‘framing in’ or 
‘framed-in’. Music (g5na ) composed for popular taste in dgsi-ragas by a 
vSgggyakSra framing it in with dhatus like udgraha etc. and prabandha components 
called svara, biruda, pada, tSnaka, p5ta and tala is called nibaddha gSna. Such a 
padam, is nibandha-padam. 

In the commentary under verse 28 the regulations of £la-padam and their 
varieties as enunciated by the ancients have been extensively described. Here one 
or two instances of pada-laks ana as enunciated by the Telugu prosodists are 
touched upon. Vellaturi Linganamantri (1550-1600 A-D.) in his ‘S.A.V.R.’ othe¬ 
rwise known as ‘MSlaySdri Nrsimhacchandam’ has stated pada-laksana to this 
effect: 


‘Three smara-ganas comprising five laghus each succeeded by one 
surya-gana (for each line) with yati after two ganas (in each line) and prSsa both 
in the beginning as well as at the end of each iine, make for padam’ 
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The author of this work was a little posterior to our present author, Cina 
TirumalScSrya. Smara-ganas are kJLma-ganas explained earlier. They are bom in 
the third chandas and tryaksara-ganas themselves can become kSma-ganas. We 
have to prefix one laghu to those beginning with a laghu. We have to suffix a 
snryagana-either ‘na’ gana(m) or ‘ha-gana’(UI) to a succession of three ganas of 
five matras each in line. Thus the total number of matras for a line is 5x3+3=18. 
Caesura (yati) has to be observed after the first two ganas i.e. at the beginning 
of the third gana. PrSsa pertaining to the second and last letters of the lines has 
to be observed. The verse which gives this laksana is itself an example for the 
regulation. The note-worthy point is that this regulation is nothing but that of 
karnSta-caupada. NSgavarma the Kannada prosodist of yore, has given this 
regualtion under the category of raghata with yati after 8 matras. In Telugu, this 
composition can be taken as dvipada variety too. 

VSrtakavi RaghunSthaiah, (1660-1680 A.D) another prosodist posterior 
to the above one, gives padalaksana, in his L.D. to this effect: 

That shines as padam if each line is composed with sixteeen kalas 
observing yati and prSsa fitting with a r3ga and tSla. The pallavi and dhanyata should 
not fall apart; the verb should be fruitful; prasayatis and sama-yatis can be used 
and the composition should be in accordance with tala”. 


The purport is this: The word ‘kalas’ signifies ‘laghus’. The regulation is 
16 laghus for each line. ‘Dhanyata’ is another name for ‘upapallavi’. The verb 
should be such that it comprehends both the pallavi and upapallavi. The composi¬ 
tion with prasayatis and varga-yatis should fit in with a raga and a tala, being 
laya-pradhana (Laksanadlpika: 707,708, and 709) 

In this regulation only 16 matras per line is advocated. We hear about 
‘upapallavi’ for the first time. Raga and tala are mentioned. 

Again, Pottapi V£nkataramanakavi (18c) in the Vrttadhikara of his L.S. 
mentioned A.B. and S.R and spoke about padam to this effect: “So padams can 
be composed in indegenous language and Slas mean padams; three caranas go by 
the name of ‘khandikatraya’ (and there are) pallava and upapallava and (all) these 
are composed by ‘pa’ -ganas of equal number of matras each; these should be 
in accordance with suladis; these are clearly given in Sanglta Ratnakara etc. and 
in accordance with 6la-laksana given in Arjuna Bharata comprising of pa-ganas, 
rSga and tala in the way of music; and so these do not come under the domain 
of literary regulations and let it be so. (L.S. 3-427) 
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f This regulation does not fix the number of matras per line. It only speaks 
o ganas oi five matras each. The three caranas referred to as khandikatraya 
mdtcates tndhatukatva ’ of pada. ‘Pallavi’ and ‘anupallavi’ are mentioned, 
wapadam is enjoined to be in accordance with ‘suladis’ with r2ga and tala. By 
me time of this author composition of padams was considered to belong only to 
music and got divorced from literature. The number of words or units per line 
y the ancients as six (S.S.S.) and five (S.R) lapsed. Regulation of the number 
Ot ganas per line came and even that lapsed. Then came number of matras per 
line (16) and finally composition with pa-ganas of 5 matras each was advocated. 
1 tns is the gradual change that came over the composition of padam. The sanklrtans 
°t iaiiapaka poets contain generally three caranas with pallavi. Each carana is a 
vrttabandha in four lines. There are exceptions to this rule of three caranas. 


The sum and substance of all this is that there is no fixed number of 
either ganas or mStras per line in pada composition and that one can use units 
ot four or five or six matras as suited to a raga and tala, observing yati and prasa. 
Three caranas with pallavi is the more important part. 

In this context one can note the advice of N.S. In arya-vrttas the ganas 
are to be scanned for four matras each; in gltakas scanning is for five matras each 
gana or unit and since tala is important, in vaitallyas (raghata.etc.) it is for six matras 
each unit (Baroda N.S. 14 ch). 


1. nibaddham anibaddham tad dv£dha nigaditam budhaih 
baddham dhatubhirangaisca nibaddham abhidhlyate 
alaptir bandhahlnatavSd anibaddaham itlrTtam. 

(S.4-4/5) 

r2ga 2l2pa is anibaddha. 

2. the compound ‘mStranlkamul’is incorporated in 
between ‘padambulunu and tSlasangatulun’ 


The groups of mStras referred to relates itself to padams/ words in terms of mStra 
-ganas or number of matras on one hand and on the other, it relates itself to tala 
also, (vide commentary under verse 36). 

3. ‘akhyata’ means that which has been said. Applied to language ‘akhyata’ is verb. 
The verbal root with the tense particles of past, present and future, called ‘tiii-s 
is called akhyata. Its number and person will be in accordance with the subject 
noun. Here it is enough if it is understood as “ with a certain meaning expressed.” 
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verse 35 


TnThe components of a mbandhapadam, yati, prSsa etc., are being given. Assonant 
letters at the beginning and middle points of all the four lines are yatis (caesura). 
The second letter (of all the four lines) being the same is called prSsa. 

Com: The components of a nibandhapadam are like its limbs. If the text of the 

padam is its body yatis, prSsas are like its limbs that contribute to its fullness 
symmetry and beauty. 


Nibandhapada is composed in vrtta bandha, i.e. in four lines. A letter, 

. first ,! et , ter of each Hne shouId oc cur at the prescribed midpoint 
of the lme. This is called yati. Thus these are found in all the four lines Yati 
m each line is seperate depending on the first letter of that line. But the point of 
yati is the same in all the four lines. Middle of the line for yati is a general rule 
there are 18 mStras for a line, 8 matras give half its length or quantity. Then 
e first letter of the line and the 9th matra or letter of the line should possess 
assonance. In case the number of ganas is taken, similar is the procedure. In some 
places yati may be found a letter after the midpoint or in more than one place. 

vati k in tw' 1S th f restin S P°mt for the readers’ tongue. In Sanskrt and Kannada, 
yati is in the form of just a break (caesura) with the word ending there and another 

afth 1 ” 8 ? l f 6 ? eXt p ° mtJn Sansk ^ there is pSdSntayati too; a word has to end 
at the end of a lme and cannot flow into the next line. Pingalacchandas says ‘yatih 
sarvatra pSdSntg sl6k5rdhgtu visgsatah’. * y 

The concept of yati is different in Telugu. A break at the yati point is 
not so important as a letter assonant with the first letter of the line occuring there. 
For example 12th letter is the yati-point for s3rdulavikrldita vrtta. That means anv 
word commenced earlier should end at this point and another word start at the 
next point. In Telugu whether a word ends or not at the 12th letter, a letter having 
assonance with the first letter of the line occurs as 13th . Thus it will be observed 

“ “ the 5r 1 ? e f‘ Even in the imposition of a padam yati has to be observed 
at the middle of the line. It can also be observed in more places than one if so 
desired. Yati helps the sonorousness of the song by its assonance. 
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The second letter of the line is called prSsa. This also is observed in all 
the four lines, ‘prakrista varna vinySsah prSsah’ is the etymology given.lt helps 
beauty and rasa.The second letter in the first line must recur as the second letter 
in the second, third and fourth lines also. So prSsa is one and the same in all the 
four lines. In Sanskrt such recurrence comes under sabdSlamkSra. It is called 
anuprSsa. PrSsa is the same both in Kannada and Telugu- recurrence of the second 
letter. 


But there is one difference between yati and prasa. In yati the aksara maitri 
comprehends both the vowels and consonants. In prSsa only the consonant is 
important. That means recurrence of consonant alone is enough though it may be 
conjoined with different vowels. For example, ra-ri-ru-re can occur as prSsa letters. 
Yati is possible within the groups of letters shown though the consonant is the 
same in all: ra-rS-rai-rau; ri-r!-rr-re-r6; ru-ru-ro-r5. 

In pada composition pSdSnta prSsa (end of the line prSsa) also will be 
there. One way is to observe it at the end of two consecutive lines. It can be 
observed in all the four lines also. 

l.When words beginning with vowels are used the following groups of vowels are 
said to have maitri (friendliness, assonance or rhyming): 

a) a-S-ai-au 

b) i-T-r-r-e-6 

c) u-u-o-6 

d) a and S among vowels have assonance with consonants ‘ya’ and ‘ha’;vowel r 
has assonace with consonant ri 

Assonance among consonants is within the groups shown: 

ka-kha-ga-gha-ksa 

ca-cha-ja-jha-sa-sa-sa-ksa 

ta-tha-da-dha 

ta-tha-da-dha 

pa-pha-ba-bha-va 

mpa-mpha-mba-mbha-ma 

pu-phu-bu-bhu-mu 

ya-ha 

ra-rra(£akata rSpha written as £*9 

la-la 

na-na 

jfia-na 

These are commonly used. But there are many special types. 
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2. SJ*05 ®coj?i SPS^ 3'l5c»e»'3^. 

(a) SS^SS^oA A^^oiSo 3(ta>3»5<i3a 3^5* |>S3«»«soa. &S)#-a§c£> 

(b) (S°SS<i 6i5}3 ,, e»S5 (pSS&^S 3"eo&> (a^S^eoifcoa. 

(c) 3-«2»., &-S, J5-es, £5-$, $-d$, txo-8, ©-$-S e>Sa SSS^So ^SSojOjoft. 

sj^.ttSJ-'GP S^i^eo CPO'^'S^. sa^dkJSX^on 0 £Sj»Sej&13. 



2.Though it is said that the recurrence of consonant is enough for prSsa there are 
some special points: 

a) a consonant with vowel r is in pr3sa with the same consonant without vowel 
r. ex:-sukrta-sakiya 

b) a consonant conjoined with r£pha is in prasa with the same consonant without 
r£pha. 

c) prasa is said to exist between the following pairs and groups: 

sa - sa; 
sa - sa; 
na - na; 
da - dha; 
r - ra; 
la - la - da. 

There are many special points here also. The above are given by way of a brief 
introduction only. 


138 









Sn &r<>^63a)St3 ©3oi33ce5fo 

rc&SSi^c^' 

«^"®(O ro (wSSis500 e^«$0£3?t3 

SJ^iaPOito ^©333 &S8 3o©3333C§©cK35‘ 36 


3iAii ^pO ®*«^dSr»©3;3^3 3333SbC 
C3°««gO£i3 36o33 at$e?3ad533 

d&oSo £T°6£x>&> iT°c«C^2sSe» 

CSS^ s2C€y»a eoS’-ao^CPda bo. 37 


cr°ii t,g^ r SSX°|eSSi ©3333$1kb. "3o&> 3r®^©3 foCb^. ^vr»^ SST'^Sexi 
c^iSo. esOSSr*^ [&3©o. $i5©33©o£T 6 3©' , K3©3eS3oa. (36) 


2>&a& «r«^ldSs5® S’eSuO'i «p«o «?»■&&. S*So$* ^dc^ea© 

3o0o°dlr»©33 ©33303^ ‘ssrc* ©a ‘3$’ ©3 3o£o C3s»e»n» jas^&a^a. 


SF>£ii-«V3o&3 3a»£©3 «j®<pO^ ?beo3 Soj&dbs^oco. 34 33£o<§* 

S)S°e» ■3«J^ £?°<53oKeS3©3 33^«&3. ^g^tt 335©° &r 6 (©©33 JIT'S} CP<y»^ 
frP’Oj {SSoAoSssSoifcaja. 

37®(«$©33 roOioZcoZ&oZo JIT'S} 3lb} 3d5£o 3oe5S3}S3 3o£3oaoOoa3 
<Do£S3S33§*cr ,i a3? 3oa33}£f® JbS3©333^)©i^a Kej®©oo&333}, 3j"'|Sr»HCT 0 a3ofi 

33y\. SO l3o<3 3)$J°o&3 ©odaS* srO^da. g33g 3 oJ 5 o 3a®c©3 
wa^Spocp*©. * 

‘«S© (3fi^d5x«o’ ©3 a®©^ 3©3 ‘®®e’ 5go 33}oa. ft© 3^^PO°^eo 
iSa^aoSeoSo^cxo S33g ‘sr*©’ 3o3lka. ©SJtjdae^© 3?g3?fjg 

(Sda©^© ft© SPa^^a^iS)© s°©o Sf’esSa&oifcoa. g3oS ‘e^©’ 3j^a |30° 
3on» s°o3oao$l&a£>, ©°©Ol (l) s»©o (2 ) 3j»5o ( 3) (§c& (4) & 0 K 0 
(5) ^s»o (6) e°© (7) g© (8) ©aa (9) da© (10) 0;5 pso ©a 3a 
(ar»C34a©^'3j3 ©o3-»©3 33^£id3. SteStf* 3o33t5 5 3»sp£^C5°e» 3oS* 5 
©330%>^^c 5«©3. sjg^a ©*©3a^o s°©os 3oooaoaoa. 

&oKiSo<5* §"°o©Sj 33}5°«jO§ 3i3o SSyS’TSs'ejOS 3^«J°^3o 

60a. 3oft©o<Jf® (l) SJ^d^Soeo (2) 3^©s»©o ©3 s»©o 3oJads»©3 . 
3x°&s 3 sr>3oe'6g3©33 &,gao2ba ©st3 1i>5} 3r'a<5 6 (fo-qy3 e-g^so ©kuo§ 

3"^3S®©0 <§,£30. ©fiJ°Ot3 (g^CT 0 ©^ -S«|Soa 3J 75 ( g^S»eJ D ©3 &d5}&3©33^. 


139 




verse 


36-37 


TR: One matra is called laghu; two matras go under the name of guru; 

three become pluta; half a matra is druta. This is according to Bharata’s school 
(36). 


Measuring the time with tala kriya is called tala. That tala is of two kinds: 
‘m3rga’ and ‘d£si’ , following the traditions of Bharata and others (37). 

Com: These two verses speak about tala. In verse 34 tala is mentioned 

after mentioning matras. Here again matras and tala are taken up for mention as 
componets of nibaddhapadam. 

Can’t we consider this verse which speaks of gurus and laghus as related 
to prosody? No. There may be gurus and laghus or matra-ganas in prosody; but 
druta and pluta have no real place there. So both the verses are to be considered 
related to tala. 

The word ‘tala’ is derived from the root ‘tala pratisthayam’. Because glta, 
nrtta and vadya are enunciated in this it is called tala. It pertains to time factor 
as the time intervals in glta,v§dya and nrtta are measured by laghu etc. as also 
by the sasabda and nissabda kriyas. Ten vital factors, called pranas, of tala are 
enumerated: (1) kala (2) m3rga (3) kriya (4) anga (5) graha (6) jfiti (7) kala (8) 
laya (9) yati and (10) prastara. They pertain to the various modes of operation 

related to tala. The first five are said to be primary and the second five secondary 
just as in the case of pranas. Here the first verse relates to kala (time factor). 

The time we usally recon in our daily life and the time that comes for 
measurement in music are not the same.In music it is of two kinds (1) sOksma 
(subte) and sthtila (gross). The time taken by a sharp needle to pierce a lotus 
petal in a pile of hundred such is called a ksana. The following are the units of 
subtle time made up of such ksanas. 
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8 lavas 
8 kSstas 
8 nimisas 


1 kSsta 
1 nimisa 
1 kala 


2 kalSs - 1 caturbhSga 

2 caturbhSgas - 1 anudruta 


The following are the sthula kala (gross) units. 
2 anudrutas-1 druta 
2 drutas -1 laghu 

2 laghus -1 guru 

3 laghus -1 pluta 

4 laghus -1 kakapada 


Since the verse says half a mStra is druta, two drutas make one mStra which is 
called laghu; similarly two laghus make a guru; three laghus a pluta. Among the 
above units (1) anudruta (2) druta (3) laghu (4) guru (5) pluta and (6) kakapada 
are the six that are called sadangas as the fourth vital element of tala :-‘anga\ 
Now , talas where guru, pluta and kakapada are used are no longer in use; the 
talas in use today have only three angas namely anudruta, druta and laghu. The 
following are the durations of utterance of short letters and their symbols: 


anga 

anudruta 
druta 
laghu 


No.of shortletters 

1 
2 
4 


symbol 

U 

O 

1 


laguu 

If orastara is done from anudruta to kakapada it yields 16 angas Only three oi 
them ar7sho“n above with symbols. Drutavirama takes three short letters. Its 
symbol is U O .The laghu that occurs in a tala generally signifies now the t ™ e 
Xn to utter four short letters (It is not the time taken to utter one short letter 

as we find it in prosody) 
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Earlier it has been stated that tala is measurement of time in git a, vadya 
and nrtta. The mode of measurement is called ‘kriya’. This is enumerated' as the 
third vital element of tala among the ten. The 37th verse says the term tala applies 
to measurement of time by talakriya. This ‘kriya ’ (operation of measurement) 
is of two kinds: (1) sasabda kriya and (2) nissabda kriya. Beating of time by beat 
of one hand on the other so as to give out a sound is sasabda kriya. It is called 
‘ghata’ or ‘the stroke’. Snapping one’s fingers is also ‘sa sabda kriya’; It is called 
‘dhruvam’. A mere waving of the hand one way or the other is ‘nissabda kriya’. 

Talas are of two varieties: ‘marga’ and ‘d£si’ . ‘N2tya sastra’ mentions 
five m3rga talas only: (1) caccatputa (2) c2caputa (3) satpitaputraka (4) sampadve- 
"staka and (5uldjghattaka. Sanglta Makaran ,.da of Narada; Sanglta Samaya Sara’ of 
ParsvadSva enumerate 101 talas. Sanglta Rantnakara gives 120 d£sya talas 
including two created by S2rngad£va himself. The angas for these talas are given 
by symbolic letters or ganas comprising gurus and laghus. In Telugu literature 
Palakuriki SOmanatha (13c) has enumerated the names of 108 talas prevalent in 
his time; but some names are different from those given by ancients. The names 
of talas given by SOmanatha are : 


l.cancuputa. 2.J2caputa (3) sadgita (4) utputa (5) mbcita (6) sama (7) sattraccheda 
(8) ega (9) bombada (10) eda (11) hada (12) g5ru (13)hadaka (14) bandhakarana 
(15) badakarana (16) krauncapada (17) sarakarana (18) 5sthSnamandapa( 19)phala 
(20)cakrav5ka(21 Jkalaharpsa (22)2rya (23) lalita (24) sarala(2S)virala (26)uiriS- 
“mandira (27)mattam2tanga (28)rathya (29)matthe (30) mudava (31) bandhama- 
cthe (32)rQpaka (33)6ka (34)mada (35) khanditatara (36)avakhanda (37)kank2la 
(38)khandita candaki (39)khanda varna (40) avighumita (41) kutilaghurnita 
(42)gosthi (43)ama (44) kaccana (45)Sna (46)adimStrka (47)taraksnaputri(48)u- 
dvlksana(49)ucc5vati yaksOlika (50) catika (51)yastika (52) purvakamkS]a(53)ma- 
nimikakankSla (54) khandakankSla (55) kavya kankala(56)pancali (57)bhmnaka 
(58)k5kilapriya (59)niravadya (60)ranna (61)kunjara (62)phaniraja (63)caturasra> 
dhara (64)krtyaccha (65)vidyadhara (66,)raktadhSra (67)uttamam5ru (68)tambuli- 
yana (69)malapu (70)utphullika (71)matariga (72)ardhakalika (73)saraswati 
(74)kanthabharana (75)misra (76)sammisra v a d a ( 77 ) S i m h avikrid it a (78) sim 
-da (79)simhananda (80)laksm!stana (81)mukta (82)panca^ rahrna ^ 3)d ^ r ^ 
(84) panca (85)c3yana (86) pari (87)prasakta (88)khura (89)visarakhura (90)uttura 
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(87) [332 (88) (89) -3»e*oe (90) 6*0 (91) SoOjpct (92) &Qo 

(93) (94) «agos»e» (95) spoaO (96) 45350(3 S>oe0 (97) 

2\3 ©o©0 (98) «9S3r»3 ,©oss0 (99) ©|3<S (100) ($53 (101) ex&> 
(102) iS35$(3 (103) ©|c»cSSr»t> (104) DVo£& (105) w&J&l (106) 
SC (107) (108) eoT^I (SodcPtPO^ 45§(& - 30^0 (320eao) 

"5)05 3©J53® -0* 4PC®o 3^0P3o «3©d55CP$5. ^^SSjco 33^3 
3o3ao3 SPt-3 «pon°eo 3e»&S*S35y 
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ejo 7 T®eo |5o2S -$r t 3£5&5«S5"<3^. 
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(2) 3i0$ K>l 

(3) opso 01 

(4) esoTb 1UO 

(5) (p;$)io IOO 

(6) «#o HOO 

(7) ©2 l 


0 »<we» ^(5, 3050(5 ^3o5* ~do&, 0s«e». -O* '3oaj-»SeJ>3 ©D^SslS 
%tk> 335o&. ©o(5 (Og^eib 2©J> ’to&xv jpodl^ vottsff*© 335oa. ©o£ 
3850(5»©35 2©S># Soto £S°(S 335oa. ©SwJjjSo 0~i3$ofi® 0eo335 SpOj 
Oo5* «»a 5 83*2,^ 7 iPgHa 7 X 5 = 35 0s*e» «pcoj75 . So-CSe&o^e 
©3<P©3. *” 

fi S Mft . ^&S> -SeoS SPjOeo K 5 O 5 Kea3o 

(?#5 3 «&o*«» 3/4 I 3 SJ^S'ASb 2(3«o <Docp© 

3*>S(5 ©355$ 4 «^cr>e» 1 I 4 3^& Oocp© 

©5(5 ©*55$ (3+4)? 7 «&tP©5 13/4 I 7 3j** 1& 6(305 ©cXP© 

©od ©355$ Z+& * 5 e^tPeo 1 1/4 I 5 &-*&-$& 4(3«5 ©ovP© 

Solo ©$55$ (344) * 9 ©&CP05 2 1/4 I 9 ©PO"^ 8(T&«5 <DoCP© 
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(91)paneab5na (92)harina (93)mSy2khana (94)5dikahk2na (95)khanjara (96)catu- 
rasra khanjara (97)krsnakhanjara (98)asam5na khanjara (99)lakkhavati (100) 
dhruva (101) laya (102)tanubhadra (103)lakkhanayana (104)vilambita (105)adi- 
matthe (106) vali (107) dhruvamatthe (108) jampe matthe .(PanditSrSdhaya 
caritra-parvata prakarana). 

Though the names are known their forms are not known. The angas of 
those that correspond with the more ancient ones can perhaps be known . 

In south Indian music there are seven tSlas in use today. Their names 
and angas are given below. 


Name of tala 

angas 

1 .Dhruva 

1011 

2.Mathya 

101 

3.Rupaka 

01 

4.Jampe 

1U0 

5.Triputa 

100 

6.Ata 

1100 

7JEka 

1 


TSlas are generally of. two kjinds depending on the value given to laghu. 
If the value is 3 short letters it is tryasra. If the value is 4 short letters it is caturasra. 
Other varieties arise out of these two. If trya&ra and caturasra are mixed we have 
a mi£ra jSti laghu whose value is 7 short letters. If tryaSra is added on to this misra 
and cut into two (7+3-10/2-5) we get a khanda jSti laghu with the value of 5 
short letters. If a caturasra laghu is added on to the khanda laghu we get what 
is called a sanklma laghu with 5+4-9 short letters. By c hang ing the value of laghu 
thus the above shown seven talas multiply themselves into 7x5=35 varieties. The 
details of the type of laghus are given below. 


Name of laghu 

Value in no 
letters (short) 

matras 

symbol 

counting 

1. trya’sra laghu 

3 

3/4 

l 3 

1 beat and 
count 2 fingers 

2.caturasra laghu 

4 

1 

l 4 

1 beat count 

3 fingers 

3.misra laghu (3+4) 

7 

P/4 

l 7 

1 beat and 
count 6 fingers 

4. Khanda laghu 
(7+3/2) ‘ 

5 

l‘/4 

l 5 

1 beat and 
count 4 fingers 

5. sanklma laghu (5+4) 

9 

2 l /4 

l 9 

1 beat and 
count 8 fingers 
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0*$o IxSbgLXiS* a3) a*g a«ju |3cfte» ST>C» ax»c3$ $3o5* Zoik, 
Os»e». ZS^|5dSie» ar°jtfo 3a^©aa<fc73^. 

a^giSdk: (<SiaSo. aaySc&gooon» So<Si3<5^ Se^lSdi^Oo «5o° (I5g5* 

©63£ "SdtlxjOo. 

affg^Sdfoos: 

(1) ae^cS : 3«a aaa^s&asi aaeoo 

(2) g^ : aaa>g) 3©a gi&ii^asa aaeoo 

(3) aa^a : ©53o* jSo&so ajgoa dcoj^pajo 

(4) ZTbQiSa : v&Zxtp 3»>a^ ^e»S©I aaQoo 

(5) ^so : ©©» aa©a3a (3«a> ajj8j-a>o 

(6) a cps : 3aa ib§ aa&o 

(7) a && : 'as aaoa 3aa (Soal 3a^o 


©ap^aitpaS ^asa>^ a*g|2dSi spg*©. ^«r>as (&>aga:3 a*g|2d£>, 
aas« ©3 a^o^cJSi spg*©. ©ot> zr'&th fca^o 3sa aa%. aab*©. 
5?a .'3 o^cpo s»©o ©%«fcoa. ajog ©a»$s> ^aga^ a*g|§ca>, ^a 
a^g^dk &*&€). ajjodS: ar»3-Sa ©aa>^o atyga rtfo a^aeaTP 
© ©a««3 # 35 Sftaoa ^«yj SS^oCP©. 


J&SottOjyaj -&« 352 a^Cao-iJ^CoS® ©©oS'CPoi gp>OjaPi3o. 

Snsa^aa a© a^espao «p«*jpao g©>fo®»o*. 6cpa»oo& (Soao^as ion 

(©ax>j§), (fi&isa* ©&os§> ©a»j§)) ©on»©j. &o*5^a ©a^ acfco^a»s ©a*^ 
©apsvto ©aj-ao o®aS 10 ©as®©** 4 - ” 

ao^as / Kd / a©H© / aoKao. 


(©a»a>) ((&>«so) (©a»$) (©a»j§>) 

ajeaocpcos* |2 ps 0 $o 6o^oa. s’espoaos* 5 ©ao*eo a>©„ 0 

60tJ,0 “- ^oac^ a*^ Agajoo®*'id^te. 
asfi^oaoe^ o^o* aga$©o. 5*©!*>oSo aa© ©aco^ aao W^o 
&ot«oa. a^poao aa© ©a©o aa© ^ago *o^oa. s^oea) 

©fifoa (sax^a: aa**^ sjc^ohd ®a^a»o ,ga>o<$4 

600 * 0 *. *4^ «r«^o*aa »jOo &2JX &otxo& ' L 
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The sasabda and nissabda kriyas in tala also are of two kinds: 

marga kriyas and desyakriyas Only d£sya kriyas are described below: 

§asabda kriya: It is called dhruvaka: A beat with the right palm on the left causing 
sound or snapping one’s fingers similarly. ° 

nissabda kriyas: 


1. sarpini: waving the palm to the left 

2. krsya: waving the palm in the left to the right 

3. padmini: turning the palm downwards and stretching the hand 

4. visarjita: palm facing downwards is waved outwards 

5. viksipta:bending the fingers of the hand so waved 

6. pataka : waving the hand upwards. 

7. patita: bringing .the hand downwards so waved. 


In tala, an anudruta is counted by the safcabdakriya called dhruvaka; for 
a druta it is a sasabda kriya dhruvaka and nissabda kriya called visarjita. It means 
a beat and then waving the palm backwards. It is equal to a duration of 2 short 
letters . For a laghu, sasabda kriya dhruvaka and nissabda kriya viksipta are used. 
That means a beat first and then counting the fingers starting with the small finger 
and one less than the value of laghu. ( The beat itself counts for one letter) 

Purandaradasa is said to have composed alamkSras for all the 35 varieties 
of talas with svara sancSra. Practising these is said give svarajnana and talajfiana 
to the student.For example dhruva tala has the angas 1011 (laghu, druta,laghu and 
laghu). Suppose the laghu belongs to caturasrajati then the alamkara will start with 


sa ri ga ma / ga ri/ sa ri ga ri/sa ri ga ma 
(laghu) (druta) (laghu) (laghu) 
and will have 10 rounds or avartas. 

The entire svarasancara can be written down based on the following 
principles: The first half and second half will have equal number of avartas i.e. 
> and 5 in the present case. The first half starts with madhyasthayi sadjasvara 
and the second half starts with tarasthayai sadjasvara. The last round of the first 
half will have tarasadja; similarly the last round of the second half will have 
madhyasadja. The svaraprastara in the first half will be in ascending note (arbhana 
) and that of the second halt will be in descending note (avarOhana krama). Each 
tala letter will be represented by one svara. 
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1. 33j?b5* &»exr°e fi*ao3S3 -^(§oa (Kogpeo S3 ocp&>. 

<a)€P*S3* [>ei(3&&g - «o£2»^pS' SOSj&JSoS*^ 3(©6oPd ^-CSjOo 

(b) CP7?>©®«OoaP>3jeS - ittSCjTko*5" £,6d£>oo<T S ^p6, 

3}p>3o L xxxxl - (1952) °~ 

2. ©35(3o4Pa7§ 3o®3>o, 3^oes3o, ©3^o, ©3joP?igo ©7$ "5>Cbs®c° 

6^. ^Si€T»a§ 3©<3i>o, &o3jSo, 5®£3x>, ©gStf®^ ©alkb. g$, 

(3^0, 3r°^s ©a ■&&. 0 ° 


3. 0500 ^ £3»d ( L ^$, aabe^a) 3&>36o-a <p«o ^a&oa. 

^(5, a«fcC5(jr®a K«fc©33j3ao-S §*3^ 3)€Peo ejdiPKifcoSo epfootPd&a 
5©34oo 33*ss'&>. bKQS* acSs 3)«Pex> 3&>>c3p> &C3»3»e»©j 

apoosuttoabap. “* ““ 


(l) (*$£{? X© (3 SSPjtJ© Ker>eo) 

37? CP. 


aiKo$, aalots, ao-a-cpajeo 


(2) K© (4 3P(5© Kepeo) - 5*350, 5*oSo, |33»0 cj g€>5, 

3jd«oagco, s' 3r»aa, ac&ao, (poaaao, gacpeacptsao 37 ? cp. 

(3) s>o3K© (5 3P(5© «CT»e») - (3Aje$, 5$C5K©, 333>ic£nP{5o, 

i&soo?? [3dlr*5o> 33^;p#o, ©c&>0»1p, ecft>3$P©, ©<J&>3*d, ''■3ioK£3j3\%y, 

3o£go 37?CPe» 


(4) a^fi© (7 3P(5e Kcp©j) - © 3 ©, 3i5§*§© 37? cr® 

SK3 j&3»©d c&^7T»;p<££ oP&©3o€Pcco. ©i&Peo «pt3S aouoOo-aa 0^4?®€3O 
50 33^0 (5o 3 qd3^iu3535. 
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1 .In Telugu, POluri GQvindakavi has written the following two treatises on tala: 

(a) Tala Dasa PrSna Pradlpika-published by Tanjore Saraswati Mahal Library. 
S.No.13 (1950) 

(b) Raga Tala Cintamani published by Government Oriental Mss. Library, Ma- 
dras-5. Series Lxxxxl (1952) 


2. a. anudruta is also variously called virama, vyaftjana, avyakta and anunasika. 

b. druta is also variously called valayam, binduka, vy6ma and ardhamatra. 

c. laghu is also variously called kala, hrasva, sarala and matra 


3.Depending on the jati of laghu the tala varies considerably. It is natural that 
certain vrttas are considered suitable for tryasra, caturasra etc. gati-s. Some 
examples are given below. 

1. trya&ra gati (ganas with 3 matras) Sugandhi, Vicikilita, Pancacamaram 

etc. 

2. caturasra gati (ganas with 4 matras) TOdaka, Tdtaka, Praharanakalita, 

Manigananikara, Vidyunmala, Ma- 
"nini, Sarasija, Krauncapada, Kavi- 
rajavirajita. etc.; 


3. khandagati (ganas with 5 matras) Sragvini, Tvaritagati, VanamayOra, Bhuja- 

mgapraylta, Padmanabha, Layagrahi, Lai- 
yavibhati, Layahari, Mangalamah3sri 1 
Dandaka etc., 

4. mi^ragati (ganas with 7 matras) Tarala, Mattakdkila etc. 

Different kinds of ragai^as are used in yaksagSnas... Those varieties 
and their talas will be given under verse 50. 
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Sh SSsJodSs SuoQZ'Zo aao8»a& aadka©e« 3 a cBo^o«Ca«oe»©& 
an&ovo 'Sd&fp d&aa 

Su "SxiO©iCj^S>^, 'SottiS 

dSja ■&<i'SSko, i^ddk&Kj ($»a, JSsoTb 
xabx <&& dboiJS, ap> *" 

i&>S>.&>$ s X oea »»(««•< atoJPoefaS - 33 

«r»nJS»oesj 3 S^a aaai 3 o»a§ wadki^aa a<Saa»©Si -iebaaots 
s f a 3 0 a 6^3-0, 3 o£<as«j>« aa^iWao, axn^^ao, 

wJuao adja »o 3 «o, ©to>^> aaen» «Sja awias^d «^k 0 
«?oao 7 P Aotjooa. 

sr>^iStogaa»a 5 es©n» 3 a dad(>a©a> o***©^ xr^aas ao»a§ «sacsasr> 
3 a «™>& ^ t>oaj xj^oj s^a ag^e*. 26 aa^oe* snoxsao*©) 
*6son» aa,joa wspo^jssj wo°eox» aa^a axaooo^ (3oaa>yDj) q>£ 
^e»7V» 3 d^aj. oS^S a»4o S^Son* 6o& *6cr»al qKfc^eib 3li gg; JS 
w^o^a srwoSa "igaj a^sr^aj. “■ °" 

JV e ^ ®°«° xa»acwH>. aas6o*as a^uoso <»3a (aoa&O 
®oa> 3 * cHb^sno. e^ti- •sjSW. *6o*as 

q°^© 5 aajoA*. «o3<3r-3a* «* 

e^cso jpt 3 ^ ^ar»a^o. v&t JSjgexxso Ja^aa aosaTx ©a a ^ar»aco 
©a aa^6c^ aa^ifcs^a a*p&> acopaa* ^ot^cfra 

(Rjwo. *6ao (flcp&tfajaojn*^ aaa£ (fio^ssrfkroso” &©swo. 

3-^*^ 5#<bsS ® S 35 ^ Ao^esj^ aoa L xoese ,^s 

Jh 6 oi 

L «oasc aao^a «3*o*eao»«& (a&srw«s>) a^aa. (1) 6a *to-o 

( ) S»<»o3o ( 3 ) ($bao ( 4 ) «>o <33 ( 5 ) e£*Ho. TbohiS 0 €J°jgCo A bt 3 a 
cpifc^eon* aSiN aasoaa sVaa: 01 

©j o 
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Verse 38 

Tr: The Pallavi appropriate to the component individual words of the 

aforesaid nibandhapadam is being given. That which comes at the starting of the 
padam is ‘udgraha’; at the second stage ‘mglapa’; at the third ‘dhruva’; next comes 
‘antara’ and after that, lastely, comes the beautififul ‘3bh6ga’ with mudra. 

Com. After speaking about yati, prSsa and tala as the limbs of nibaddhapadam, 
the author proceeds to say about the ‘pallavi’ appropriate to the component 
individual words of padam. In verse 26 the author, viewing the text of the 
composed sOng as its grossbody, spoke of the vrttabandhas ( the prosodical 
movements ) supporting the composition as dhatus: while he gave the dhatus for 
the body of the song there, here he is giving ‘pallavi’, suitable for the individual 
parts. 


Here we have to take note of a point. The body of a song is in a single 
vrttabandha or chandas. Bus that does not mean the dhatu also is one. Vata, pitta 
and §lesma these three dhatus are given as causes for the human grossbody. Though 
the three are different the dhatutva (being in the nature of humour) is the common 
factor. Similarly the prosodical inner movement called vrttabandha is the common 
factor in the padam. There will be at least three caranas (vith three different dhatus 
constituting the body of a padam. Just as the physical body is said to have been 
constituted by three dhatus the body of a padam also is considered to have been 
constituted by three dhatus. This idea underlies the whole thinking . The author is 
mentioning the five dhatus, udgraha etc., mentioned in works like S. R. 

Those that are called dhatus of a padam by the author are (1) udgraha 
(2) m£lapa (3) dhruva (4) antara and (51 ’SbhOga. §. R. deals with them in the 
following slokas: 


152 


(•foocp&c&iS 6 a 

O 

6CP^SJ»s (S^JSi <5(8 <35® ^epsg „ 

•w^K^© ^o-S (2^gsj£$eS<^tj» 
6C^S £$5^ zs* -&v»a Ss s ^ a> 

^ 3 * js^cjB^Ra^a-aj-. ^ 8 
($bsp$-W<5 a»s« 0Hfc«5« s ao»««. II 
3*fc a^all^s esj^ 

■£& QoQczv &&&&> jjjo H 

&i$5 S -&&G»G(! S >§- 

*1? ^ 5s# **r as^Po s^s^”,, 


V WW( ‘- vtf'j, *±-1/11 

A Sott*££*££&%»? 

e»^&. 3&>&>3o &sx ‘^a,«>j> - ~ ds «i 

c r L) ^ 

TOaJfL«^ •* was i » oS)is;io 

s-sac) £sos* &»<* x&s #s »«•«». a»»o% »s aSs 

®°«0, *se*»s«e» ©iSq^oTS ‘ M ^><> -* a ^ «MPl?»e5Sio. St3£f* 

33^2 ,«, s ■< x L _ ^?- [3sjoO»e>S 

j oS, ^ojSJSjoS, ^)ivr°'\CbS, ©oSsy®© cr°SS f '>*f-roih ~ _$ 

aoJ3o«on.&, ‘ays^S’ ea ’ ° e ’ °^ 2 ’ ‘ DSo °® l°w^ 

.A,^ .,, , " , «) L 3c&Oodi$ (&>oT°& [ok:o55 0 £T 6 gr“& 

«* ©^ **«*» 

<a8SSa ”’ ^“S* W eaudoa. 

^ ^ ** «otx5^ax). ©o»3 ^.Ko^S* i^gxq^es *fc 

tel scjsr J ^ " a ^° 6 - - si 
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‘Prabandh5vavav5 dhatuh sa caturdhanirupitah 
udgrShah prathamastatra tal5 m£l5pakadhruvau 
abh5gasc5ti tesSm ca kxamallaksm5bhidadhmah5 
udgrShah prathamObhSga state m£l2pakah smitah 
dhruvatvacca dhruvah pascSdabhbgastvantimO matah 
dhruv3bh5gantar£ jato dhaturanyd ntarSbhidhah 
sa tu salaga sudastha rupak£sv£va drgyatS 
vatapitta kapha d£ha dhSran5ddh5tavO yadha 
evam £t£ prabandhasya dhatavO dehadharanat 
tatra m£l5pak5bh6gau na bhav£t5m kvacit kvacit. 


(S.R.4-7/11) 


According to S.R. too udgraha is the first; next come the two, m£lapaka and dhruva; 
abhOga is the last; that which is woven between dhruva and abhOga is antara. Among 
these, udgraha is a meaningful name. Baecause there is taking up of the padam 
(starting /commencing) it is called ‘udgraha’.Because ‘udgraha and dhruva are 
made to join together the second is termed mfilapaka . The third is called dhruva 
because of its stability. Since abhoga means completeness, the last part which 
concludes the song called abhbga. Among these m£lapaka and antara are not so 
important. The fourth called antara occurs only in salaga sudaprabandhas-namely 
dhruva, mantha, pratimantha,nissaruka,ankatala, rasaka and ekatall prabandhas. 
As the text says ‘drsyat£’(is seen),commentator Kallinatha says that even among 
these antara can be woven only where ancients have done it. He clinches the issue 
saying since it is seen in mantha etc. it can be done in them and since it is not 
seen in dhruva prabandha it should not be done there. 


What is called pallavam (tender leaf) in musical treatises is Called pallavi 
in this work; of course we are also calling it pallavi today. But there is also a rSga 
called ‘pallavi’ among the desi-ragas well known in olden days, (a vibhSsa rSga 
).This has nothing to do with the ‘pallavi’ we are dealing with. 
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seso As® a&ad «pn®©&, a^a -d«a®d,j3)©, ©3s 0o®aon® 

SjdaoejoS,©,. £>©»a Ad (Sooq»e)So 3S^6kS^‘b do(ito»es^a & 0 S 0 
a,SdO\D SoS^dcPdS^'SjS So3ePO®^S§ (®30pS(fT®3), ©"£o iPdS^afcjojpoS, o°dP 
2cp0o 6o&. qS acbSrc® aar®;peo s®d£)S®S w£®Q$7®k.g Sepeo 3 )er° 6otJ®ca>. 


fttf loS&DOCPCO 

So-lSewa'i 

2PC5^^Sood5o 

1. 6ep0p*o 

1. Sd^dcs (14) 

1. ©a®6 

2. ■&©®ago 

2. gdo (5) 

2. c3,2S,^) 

3. (&>a 

3. ©aa (5) 

3. ©odd 

4. ©odd 

4. a§oesa (10) 

4. 6£pode 

5. w£*Ko 

5. ai5s»cco 

—0 


(«&#£«SdiSS - ® gaod&gdo-da ©o"§eo tsdiPcPS ©odd $T®n®©S, £j-®-£)£®cq,.) 


Ad^o^o^ 0®«fc§©, 3dlr®o-paI 3oaa adflajoao'S a^cp©,. 5oJSot3 
do(6sy>d^ S}S 5r®d ((Stfdo) S© ^t^cn>©3. &e>€T® e*-fl ^cwJPdSco 
^ SByWPofi ^q^oa^a. d*a*a> d»o®&^©^ K^etss 

(SSo«o >c5®ecsoA® ajsoeesj. S®ua> zqx&v<z* acoadas^o cPd>s©^ao 
»a aa^say. ^a a®sKe;paoad, 3 eB,x©ass»ds,. ^ 0 ag^n® ses, ©a, 

$ZQb$ig£ bS'a&QS* n® 6o3aS. &3®3®doSo €Pdd®gaPd aoldaeo 

cpK^&e&a trtgrtba^ ‘apd>’ S’oSatpa ‘o®^’ ff’dla^ds,. - ^ 
o©& o»«s^o ssj^dA 6oa* t^tSBoa^o ds^ om?»|»os^ As,. 
CP 7 T®©t>dk 3 ©S,a® «* 7 ®OTK$> WiPS, 0 ©® d* 3 «P 5 * ajson® d©d&d 5 o. 
SW>S or®t3S> t,go®«i»S§ ap>£o3 S$8 o 'Sc&^oo S,©*jios»eb. ©odS>3d3 
dtb&>© ©0,Sd 3a>aJSx> a»d, SoAdS^o®^ wO^Sa jp#3d bS’SjO 
^ was se^oa^c. sp^ds,s®d>s3 o»db aj®sb;$)©> ao&,spcy2o<5* 
3 &j*ob»©. atf&.a ‘aj®d,’,-Ac3s,-a,a ‘o®d,$’ uoesr® gr®d)K©sPsaoa>3 
d3 ed&i Sfcijk&Pd’ Sgod 4 aa^ojga,. ©aaejoO^ ‘e,dks®d’7P apOoa. 

CT»dS,8xJS,s®i5 »3a s*o&a& cps^^ao^r 4 spifidi5s®abeo;p 6o&a s®dn®a 
£)&CSo ^oooo&. A 

>Sj®d£ caaep'A aoAd daagr>a fra^o. ^SpacoffViS q» c® 
^d»«^« S’oac; ds^o^e, §**&. assaa^ oas 3 . 1 ^ 

A 
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The dhatus that are mentioned as appropriate ‘paUavi’ for the individual 
words of the padam pertain to the svaras or musical notes. Just as they are enjoined 
in the case of gltaprabandhas they are enjoined to the stringed instrument vlna 
and following it, to the wind-instrument flute, as also the vSdya-prabandhas. The 

following are the names of dhatus in various branches: (These should not be taken 
to be one to one equivalents. Merely the technical terms are presented.) 


gltaprabandhas 


vina/vgnu 


VSdyaprabandhas 


1. udgraha 

2. m£lapaka 

3. dhruva 

4. antara 

5. abh6ga 


1. vistaraja(14) 

2. karana(5) 

3. aviddha(5) 

4. vyanjana(10) 


l.laharT 

2. yeduppu 

3. antara 

4. up3ntara 

5. muktayi 


Numbers in the middle row indicate subdivisions under each general head. 


In a gltaprabandha these dhatus are the musical notes, sa, ri, ga,ma,pa ; - 
,dha,ni pertaining to the musical element. In a stringed instrument like vTna these 
are the svaras born from twanging or plucking the strings. Sanglta s3stra says that 
dhatus should be created on flute also as is done on vina. 


Today we do not generally hear about these dhatus. It is the writing down 
of the notation in terms of musical notes that may be called dhatu kalpana. Not 
all those that sing can do it. It is something that can be done only by a few who 
are well-versed in musicology and talented. For example though the sanklrtan 
compositions of Tallapaka poets are a available on the copper plates it is only 
the matu (libretto ) that is available and not the dhatu (music ). Those copper plates 
contain only the names of the ragas; even tala is not given except in one or two 
places. Though the names of the ragas are known, we do not know how those 
r3g3s were sung those days. So it is not an easy thing to set them to a tala and 
the given raga. It is because of this kind of difficulty that the T.T.DSvasthanam 
authorities got only some of them set to music by scholars in music and literature. 
A v3gg5yakara (music composer ) must be skilled in composing both the dhatu 
and matu. Becuase he is able to compose the words of text that is matu and the 
music that is dhatu he is called ‘ubhayakara’ (one who~does both). This compound 
has degenerated into ‘bayakara’. For those who were appointed in royal courts 
as music composers ‘r3ya-bayakara’ became a title . 

Like literature, composition of music is a great art of sculptural beauty. 
Agaim-as in literature, here also some are conscious artists; some unconscious 
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artists. It is a general rule that the composition of a padam should contain the 
‘mudra’ of the composer at the end . We know that the lines of krtis of Ty3gar5ja 
have the insignia, ‘tyagarSjanuta’. But exceptions are not wanting to this rule. The 
sankirtans of TSllapSka poets have no ‘mudra’ of their names. In a composition 
where there is mudra it can be any one of istadSvatS mudra, 5c5ryamudra, ksStra 
mudra, prabhumudra etc. Similarly if the names of the rSga and tala are 
incorporated in the text of the song it is r3ga-tala mudra; if only raga’s name is 
incorporated it is r3ga mudra . The utility of this is that if the r3ga and tala are 
those that are in use and wellknown, they can be known easily. 

Among the trinity of karnatic music, Muthuswamy Dlksitar is a conscious 
artist; among his compositions those without mudra are rare. Sy3masastry and 
Tyagaraja are unconscious artists. In the well-known krti of Dlksitar ‘vatapiganapa- 
tim bhajS’ composed in Hamsadhvani raga and Aditala the raga-mudra is found 
at the end as ‘hamsadhvani bhOsita herarpbam’. InSyamasastiy’s krti ‘himadrisutg 
patumam paradevatg’ composed in kalyani r3ga and Rupaka tala the raga mudra 
‘karimukhakumarajanani katyayani kalyani’ is there in the last line. Ty3garaja’s 
krti ‘mohanarama’ is in mohana-rSga. Among the Harikatha composers there are 
some who have given ragamudra and some cithers who have given r3ga-tala mudra, 
This method is limited to giving the names of either raga or tala of both. The other 
details are to be brought from elsewhere. In contradistinction to this, there is 
also the method of incorporating the muscial notes themselves like sa , ri, ga, ma 
in the compostion of the padam. 

Padams ,krtis , klrtan s and sanklrtanas are conglomerations of dhatu 
and matu. Matu is the compostion of meaningul words; dhatu is the compostion 
of svaras which means it is limited to the - seven musical notes , sa-ri-ga-ma-pa- 
-dha-ni. If these svara-letters are made to be common to both the compositions 
of dhatu and matu then they are called svaraksara-s. Such a musical compostion 
is called ‘svarartha prabandha or ‘svaraksara prabandha’ in classical treatises on 
music . S. R. gives its laksana thus: 

“yatra svar3ksarair£va vanchito ‘rth5’ bhidh!yat£ 
sa svarartho dvidha suddho mi.<rastaihssuddhamisritaih” 

(S.R.4-222 si) 


In literature it is given the caption ‘sarigamapadhanisalu’. 

In Telugu, Vinnakota Peddana in his K.A.C. (written between 1402.AD and 1407 
AD ) gives the following verse under the caption cited above: 
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ns sari pani nl sari dhani 
nl sari madhSri garima nl sarigSrl 
ni sari gS nigamSgama 
g5 sSrulunun jalukya kula visv6s5” 


The first three lines of the verse have svarSksaras; they are meaningful. 

Such groups of svarSksaras can be present in padams or songs both 
m their pure form as well as an indicative form. If sa ri ga ma pa dha ni occur 
as they are with the same vowel combination they make for suddha svarSksara 
samputi. If there is only rough indication of the consonant alone it is ‘sOcitasvara- 
ksara compostiion. The indications for svaras are given below.Eitherthe duplica¬ 
tion of the consonant or its combination with any other vowel does not matter: 


sa-ca,cha, ja, jha, sa, sa, sa 
ri-ra, ra (with trill) 
ga,ka,.kha, ga,gha 
ma,ma 

pa,pa, pha, ba, bha 
dha,ta, tha,da,dha 
ni,na,na 


SwSti Tirunal, Ramaswamy Sivan, Ramaswamy Dlksitar (father of Subba- 
rSma Diksita) are well known for their svarSksara samputi-s. Among the moderners 
BSlamuralikrsna’s ‘nl garima gani’a-isvarSksarasamputicomposition is worth mentio- 
nmg. One can say the svaraksara composition inTySgarSja’s and SySmasSstry’s krtis 
is only in the indicative mode. In TyagarSja’s krti l srIrSmapadamS nlkipa calung’ 
composed in AmrtavShini rSga-Adi tala the following svarSksra composition can be 
seen: 


pa da ni da ma p2, da m2 g2ri sari maps 
srl r2 ma p2, da m2 nl kfpa calune 
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‘padama’ is common to svara and sahitya. One can see both suddha and sucita 
svas,:ksaras in the krti ‘sanglta jnSnamu bhaktivina in Dhanyasi raga-Aditala: 


sa sa m3 (ga) rl 
‘bhrhgi natS sa sa mi ra ja’ 

One can see svaraksara samputi occasionally in SySmasastry’s compostion. In his 
‘rave himagirikumari’ (svarajati) in Todi raga and Aditala, the following can be 
seen: 


g3 ma pa ma da nl 

ka rna Ejs li ni 

ma da nl da ni sa da da ni da ga.ri 
ma di 15 ni nu sa da ta la cu koni 

DIksitar’s compostions have more of this kind of art. It is obvious 
composition of svaras as common to dhatu and matu has led to the composition 
of ‘svararthaprabandha’. 

All this pertains to gTtaprabndabhas only . There is a prescribed'method 
for dhatukalpana in vadyaprabandhas. All this is shown just to give an idea of the 
concept of dhatu howsoever inadequate it may be. 
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Verse 39: 

Tr- Pallavi (or refrain) convenient to the avayava padas of the song is 

being explained. That is Pallavi which, for purposes of correlating the meaning 
of padas into a single theme, stands linked up with ah of them and is repeated 
again and again at the end of the padams. 

Com: In verse 24 a padam is designated as both an avayavi and avayava 

(a limb or component part). Avayava means a limb like a hand or leg. Avayava 
padam should be understood here as carana of the song. That which has limbs 
or component parts is avayavi. It is necessary to understand avayavi padam as 
the total song comprising all the caranas. In the previous verse the author has given 
pallavi convenient to the individual words constituting the limbs of a nibaddha 
padam. That pallavi pertains to the svaras or musical notes. Even there if the carana 
is treated as avSntarapadam divisions like udgraha khanda, dhruva khanda, abhbga 
khanda etc., take shape. But we have to note that meanings of words will not come 
under the perview of consideration there. Here it is taken as a predicate of 
meanings. This predication may pertain to the meaning or-theme of the entire song 
or it may pertain to the meaning of each carana coming to a thematic terminal 
at its end. If the whole song is treated as a mahSvakya each carana will be like 
an avSntara vSkya. In the present verse the phrase avayavapada should be 
alternately understood as meaning the carana composed in vrttabandha in four lines 
as also the total composition of padam. (caranas individually once and collectively 
once) 


If the meaningful text (libretto) is treated as the limb (external 
protrusion) of the ‘g£ya’ (or ‘song’) then the corpus of the text becomes an 
avayavapadam. Pallavi correlates the meanings of the individual words in each 
carana into a thematic whole; similarly does it correlate all the caranas of the padam 
into a thematic whole. That is why pallavi is sung at the end of each carana and 
of the total song too. 
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For example let us consider a. song of Annamayya composed in 
Kambhoji rSga-misra triputa tSla. 


ela radamma-intirS va 

dgla radamma nan-neiinavSdu !(Pallavi). 

Paccani pulugula-bandimldanundu 
Paccavinti pinna-baluni tandri 
Paccani cayala-bSyani bangSru 
Paccadamugattina-bagainavadu- ela 1 

tellani pulugu pai-tiruga mariginatti 

tellani sati pati-devara tandri 

tellani parapu pai-teli poraluvettu 

tellani kannula-telivaina vadu !!51a 2 

kondavinti vani-guttagoninayatti 
kondukaprayap u-guturutandri 
kondala r5yadu-k5nSti timnnaya 
konda talanetti-gurutainavadu !!£la!! 3 

The meaning of pallavi and the three caranas of the song are to this effect: 

“Why my dearie! Why does’nt he come, he who has taken me up’’ 

-pallavi. 

He, the father of the boy that holds the sugarcane bow and rides the chariot drawn 
by the green parrots (Manmatha) and my beau that wears the unfading golden 
yellow garment” Why...(l) 

“He, the father of the Lord of the white Lady that roams about on a 
white bird (saraswati rides a swan), he, who turns to this side and that lying down 
floating on a white bed with his white eyes shining (pundarfkSksa reclining on 
Adi-sgsa in yCganidrS as pure caitanya or consciousness) “Whymy dearie.”(2) 

“He the father of the young girl who has won over completely the Lord that 
used the mountain as his bow. (father of Ganga who has won over Is vara) and 
he the Lord of Hills residing by the pond (puskarini) and who had become famous 
by lifting a hill (Govardhana) ” 

-“Why my dearie.’’ (3) 
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In the original song in Talugu the part given above as pallavi is in two 
lines. After that there are three carnas with four lines for each in the song. Here 
the devotee is nSyika (lady-love). God is nSyaka (the Lover). This is madhura- 
bhakti. The context is that of a lady, being in love and unable to bear the delav 
of her lover’s coming expresses her eagerness and anxiety to her close friend The 
first, the second and the third carana-s relate themselves with the pallavi expressing 
the apprahensions of the lady concerning the non-arrival of her lover. The song 
suggests the six qualities of supramacy nemely (1) ai6varya,(2) vlrya (3) ya§as (4) 
srl (5) jnSna and (6) vairagya. Pallavi has correlation both with the individual 
caraija-s as well as the whole padam. If one wishes it can conveniently relatee 
itself with every two lines in each carana. 

It is said that the origin and development of pallavi in music is an 
unsolved problem. TSllapaka AnnmScarya’s sanidrtanas have pallavi; some have 
anupallavi too . In the sanklrtana composed in rSmakriya rSga (rQpaka tala) 
‘bhaktikoladivadS ‘paramStmudu ’ constitutes pallavi; ‘bhuktimukti tanSyiccu- 
bhuviparamatmuduj’ is gWen as anupallavi. That means by the time Annamayya 
came ‘on the scene pallavi had established itself and anupallavi was in the process 
of stabilising. One can find pallavi and anupallavi in KrsnalflS tarafigini of NSrSyana 
TTrtha, at least a hundred years before TySgaraja. 

On reflection, one can see that the repetition basis of pallavi occurred 
first as repetition of laghus and gurus in prosody at the end of each line and later 
on became the repetition of words. We can examine four of the metres in Vedic 
prosody- gayatri, anustubh, tristubh, and jagati. 

Co.) In gayatri metre each line has 8 letters with three such lines in a verse. 
The 8 letters in each line can be divided into 2 units of 4 letters each. 


u 

1 

u 

u 

/ 

1 

U 

1 

U 

a 

gni 

ml 

15 

/ 

pu 

r5 

hi 

tam 

U 

U 

1 

u 

/ 

1 

U 

1 

U 

ya 

jna 

sya 

ds 

/ 

va 

mr 

tvi 

jam 

U 

U 

U 

U 

/ 


u‘ 

1 

U 

h5 

ta 

ram ra 

/ 

tna 

dha ta 

mam 


Mark the repetition of the pattern of laghu-gurus in the second half of each line. 
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(b). An Anustubh verse has 4 lines of 8 letters each. In secular Sauskrt it has become 
anustup-sloka. 


hi 

ra 

nma 

y£ / 

na 

pa 

trS 

na 




1 

U 

1 

U 

sa 

tya 

syS 

pi / 

hi 

tarn 

mu 

kham 

tat 

tvam 

pu 

sa / 

nna 

pa 

vr 

nu 



rma / 

1 

U 

1 ‘ 

U 

sa 

tya 

dha 

ya 

dr 

sta 

ye 

sa 

tyam 

m§ta 

/ 

pita 

jB8 

nam 






1 

u 

1 

U 

dha 

rm5 

bhra 

ta / 

da 

ya 

sa 

kha 

Sa 

ntih 

patnih / 

ksamaputrah 






1 

u 

i 

U 

sade 

te 

ma 

/ 

ma 

b-an 

dha 

vah 


Between the above two, the first is a Vedic verse; the second a secular slcka 
in .two lines. One can see the repetition of pattern of laghu-gurus at the end of 
the second and fourth lines. 

c) A verse in tristubh metre has four lines with 11 letters each. Each line has 
3 gana-s. The last gana or unit is IUU. We can peruse the following upanisadic 
mantra. 

I U U 



ya 

ma 

tm3 / 

pra 

va 

ca 

n£ 

/ 

na 

la 

bhy6 
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U 

U 

na 

m£ 

dha 

y2i 

/ 

na 

ba 

hu 

n a 

i 

sr 

te 

na 










1 

U 

U 

ya 

me 

vai 

sa 

/ 

vr 

nu 

te 

te 

/ 

na 

la 

bhyah 










1 

U 

U 

ta 

syai 

sa 


/ 

tmS 

. vr 

nu 

te 

/ 

ta 

nOmsvam 


(In sanskrt a laghu at the end of the line can be treated as a guru) 
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JSaT*£& Kepe». 
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d) A verse in jagati metre has four lines of 12 letters each .Each line has 3 ganas 
or ujiits. 


I U i U 


tu 

va 

ma 

gn5 

i / 

pra 

tha 

mo 

Sn 

-! 

gi 

ra 

r 

sih 











1 

U 

1 

u' 

de 

v5 

dS 

v5 

/ 

n a 

ma 

bha 

vah / 

si 

vah 

sa 

kha 
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U 

1 

U 

ta 

va 
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te 

/ 

ka 

va 

y5 

vi 

/ 

dmana 

pa 

1 

SO 











1 

U 

U 

a 

ja 

yan 

ta 

/ 

ma 

ru 

t5 

bhra/ 

ja 

dr 

sta 

yah 


One can find repetition of laghu-gurus at the end of lines as in the case of gSyatri 
and anustubh verses. This we may call ganavrtti. 


e) PragStha has seven lines with some made up of 12 letters and some 8 letters. 
In tile following verse we can see not merely the repetition of ganas at the end 
of each line but padavrtti also. 


yu vamsto me / 
5 £ra va yan / 
yu v3mha vy3 / 
yu v5r vi sva / 


bhir d£ va yan / 

ta iva £15 / 

I U I U 

bhi a ya vah , 

I U I U ' 

a dhi sri yah 


1 

U 

1 

U 

ta 

a 

svi 

na 

1 

U 

1 

U 

ka 

m3 

ya 

vah 
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IU I u 
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I 


vr ksa sea vi / 
pru s5 yan tg / 
ra the da sra / 


I 

U 

I 

u 

sva 

vg 

da 

sa 

vampa 

va 

yo / 

i 

U 

1 

U 

hi 

ra 

nya 

• ye 


I U I U 
hi ra nya yg 


Mark the repetition of ‘hiranyaye’ like pallava padas. 

Whatever may be the stand of S.R.regarding ela prabandha, the fact that 
some slokas in this regard of Jagadekamalla’s S.C.(1134-43A.D. 1 )’ are found in 
Parsvad£va’s S.S.S.(circa 1300 A.D) clearly suggests that there have been two 
schools of thought. Leaf 46 A. of S.C.(available at Varalaksmi Sanglta Akademy, 

Mysore) after saying that each line of glSprabandha has six ganas has the following 
slekas: 


“pSdasyante praySga syat pallava khyam ca dam tatah 
pallavSkhyg pad& na pi niyamo gana vamayoh 
angnaiva praka rgna dviityangrech prakalpana 
gltva tata stutl yanghri gltva mglapaka bhavgt” 


The above sl5kas are full of mistakes. These very sloka-s occur in S.S.S. of 
Parsvadeva as given below. 


‘udgrahgnghri dvayam prasaih pratipadam ganasca sat 
padasyantg praySgasyat pallavakhyam padam tatah 
pallavakhyg padg nasti niyamo gana varnaydh 
anenaiva prakarena dvitlyanghrgh prakalpana 
gltva tata strti yanghri geyg melapakd bhavgt 
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(tath3)p3dat'ray£ gltam £kam£va vidhlyat£ 
sa pr3s5 tha dhruvO gSyO varnya n3mn3 samanvitah 
SbhOgas ca t?t5 g£yO gatur n3mn3 virSjitah 
dhruvam gTtva tatO nySsah sarvailasu prasasyat£ 

(adhikarana4-6l5kas 130,131,132,133,and 134) 


Haripala’s S.S. (1175 A.D) is also of the same view. 

From the above we have to note the following points:In £13 prabandha 
udgrBha khanda is said to .consist] of two lines with six ganas each. At the end 
of the line gamaka prayOga is enjoined. After that pallava is to be sung. This 
pallava has no regulation of gana-s and varna-s. Similarly the composition of 
the second line too. It is clear that pallava occurs after the completion of six 
feet lines and gamaka. It can be clearly seen that the 12 ganas of these two 
lines are found adjusted as 5+5+2 padas in S.R.; the pallava that comes outside 
the regular lines is pushed into the lines themselves designating the last three 
pada-s of the first two lines as pallava. Those who find it difficult to believe 
that the pallava padatraya of S.R. fame have developed into the well known 
pallavi may not find it so difficult to believe that the pallava padas without 
restriction and outside the six foot lines mentioned by S.C. and S.S.S. have 
developed into the well known pallavi The pallavi as we know it is the 
composition outside the carana composed in vrttabandha in four lines. One can 
say that while the school of thought advocated by S.R. has lapsed, the one 
advocated by S.C. and S.S.S. has developed into pallavi. 

What is the basis to argue that there have been two schools of thought 
regarding £l3prabandha? Apart from the obviously different regulation cited 
above the important point that caused the different thinking was some people 

regarding £13 as tridhstuka and others as catuidhStuka. S. R. viewed el3 as tridhStuka 

/ 

Calpkya Som£svara, Jagadekamalla and P5rsvadeva belonged to the other school, 
treating it as caturdhStuka. This difference of opinion is recorded by KallinStha in 
his commentary on S. R. (Ch. 4-36S1). He wrote thus : 
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scsgo (*r>&3 §^s»al (4-3) (p&a sp^sp^ -s« ©o*o 6o&. 

d®0»o«^car>r[®aS • JsSS^to 3d£>3aeSj , tfon® S©a |2&on® Sd&> 

2l5o 5* 3»a JSaa& 3©S>3 SoSn® JbeafioaStoo d®CP»o«o? 

o cp 




‘CIS prabandhasya tridhStukatvam abhyupagacchatam Stani 
dvSda^apadanyudgrahb bhavantl iti matam. caturdhatukatvam 
abhyupagacchantah sOmeivaradayastvekadasSnamevOdgrahatvam 

uktva dvadasa padam mSlSpakam ahu rityaha’. 

It means those who wish to treat elapadam as tridhatuka consider all the twelve 
words or units as udgraha. Those who wish to treat it as caturdhatjuka, namely 
SSm5svara and others consider only eleven units as udgraha, calling the twelfth 
meiapaka. He is commenting on the sloka (ch 4-36) that says that in the third 
line there are only two padas and that there is no pallava (of 3 units) that 
at the second word gamakprayOga is to be sung and that it as called as 
m£l3paka by S5m£svara and others. 

The sum and substance of all the discussion is that the Pallavi 
enjoined without regulatory' restrictions after the gamaka prayOga at the end 
of the first two lines has developed into the pallavi as we know it today, 
acquiring some regulation in the process. 
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as^astf* 6 a^s»Ss ■asacnOi tOdSsoo^" gS^iaX^^a »oA« O» 0 S^« 
£ouj»©aa «a<5*5 O 0 o^cfij© "&sooa aoSta'&s’S ■asaj'Oo' aeqi^ *jp- 
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0»©e©S©S. 

‘ aole a «^«o’ 0 oaj»a^ o^sa© !a& a*«©5* ao-ar^ trsv*^ s©A©oa 
dOoaaodOaad iSad^ao aoa eeOff*OscSa, , v ^ ’•5>o3"taiTj© asX^SdSso, OOaSO, 
SJ-^iaF, £>.1.3. <JSs5. I&JT'OS, 1<F ©SjOF ^4, ©. aSjpOo ji» 05 a» 
a*eaoa »v©c©es. *” 

o *. ^ *r 

-*« a^aoXocr 8 ^o 5 s»a^sa»aS aa»so©oa asjpao asj^tsF » 5 »ts 3 s ©joft, 

KatSjTJsotF ©OdSsoiF aj’as^^Sj <J^a 6 , «p©3»es©Sa 'Ssaj-'F) LadSsoiatf" 
^a^OXVjtF *»©3»0b©S» 3 ^©e_©ec. 

aojeSs «sa 5 acoa a s»«»a^ 3-aya-a as»sooaa as^as asjacp^odSso aoJU* 
asnwal 3ooa £*" 3 aF. cfiF J>©n»©3, £asS*oj 3eo, %a- 

3 »«o sjOj, a©sao»© aa*soooa a©A«© 6 aF c»sF aF. o^as^Oo n»o5 a» 

Sj<Se<Bco. M 



TRANSLITERATION 

For TELUQU 


* -a; « - - I; ■* - i; *- u; *• - u; o» - g a - a; & 

e; o - ai; c- - o; L - 6; I? - au; «*> - m;c-v; «* - n 
g - k; 9 - kh; x - g; 5s - gh; e- ru 

3 - c; 3 - ch; e - j; 8v - jh; » - ft 

o - t; e - th; & - <J; 5 - <Jh; » - Q 

o - t; fc - th; es - d; <5 - dh; 5 -n 

a - p; 5 - ph; o - b; d - bh; Ss - m 

dfc - y; e - r; m - r; ^© - I; * - jj 5 - v 

s - a. - §; a - s; a* - h; & - Ks 


For Sanskrit 

ar -a ; 3W - - & w - i; i - -T: U: T5 - - 0; H - r; ^ - 5; ^ - »i 

3il - 5; 3ft - au; 3i - rh; *: -») 

w - k; - kh; *T - g; ^ - gh; * - n 

- C; - ch; ^ - j; IT - jh; *1 - - ft 
Z - fc 3 - th; ¥ - d; - <Jh; ’"T - Q 
*1 - t; * - th; * - d; U - dh; ’T -n 
xt - p ; tp - ph ; ar - b; M - bh; - m 
*-y;T-r;3t-l;*-V 
TT - s" ; * - . §; * - S; * - h; « K§ 



i 

*S 3 


77°©€J°Ot3 3j"°a£&>o£f* JS^OCS^OD 2§)"tgO*Og tS^POOO. ‘OJ’^^oS’ 

(Tuning Fork) e^socl c*S &jaa°3^ Sag*?* §^4-3 ^J^Ao-O^SS^tSo epa 
S^oao-CtoP^S alcodSa>lS)t3 7P©£* epooePotSS 3Sy£ooo ^c33d7T» #$£> 

a^o^s 6 ©^. a^a s&oir»3§, 0c&r°clo3tj*3§ &,s &p>a£&>o s*sp©. 

- &>8 0^^ 


&,s a^aa a^sjeso o»3 &o^a n>gotb&* 10ss *f°ko s*oo (i/ioofa 
second) 6otoooa3 33^&>. s*S e$oo a^^) 30 t oSD a o3£§& (aS&a^S*) 2§)t3o%y° 
oo"to ©a a* C^asj)"to -S^ooSood S&3o 110 «5>£k>?bo &r°So€r* 6oa*©. 
spoils 11 ^. a* a^S ePod°&2J) (Wave-length) 3o*$ 6o<5* CP3§ I^SSr®^^^ 
36&r°eao & S^eTOS (surface) &OCP©. &£5 (&&a^$ (reverberation) U>a 

3®©o£f^, as$;p^ Scofoefcoa. a^ Ff^&e) &3d*$oo Jb& 2CP«S&3o SoCoo 
3o ep$So ep2£)£bo£>. epePT? §i3le> foocpao a^S^ 3?b2§)o 7boGP&> 

&>o& v'tpQ S^aboa. -*« epaa^o> $©3 acpjtf ep3§ 

e-S ?^3o&o (balance) 3d^&>*5x>a. ~£x>t$i3 a^S acp^i* §or°CP §*o& 

(sound energy) 3®en fi*tteT3 «§)&, 3^5 sp 0 32§>o 3 2§)£ 6oOooa. sja 
5*8tto7P 3^oa32g)iP& a^SS 13©§ 3&>cboa. &>3§ $©&o7P*i5 &£5 (cS&a^S 
sex>fo*koa. ^a a&>iba ^p&a^s ar^'sk. 


0d&P>do3*P3§ s-S &r*a^bo S*SP© ©a 33^3co. 7V 5 © ^3 

‘•PSa^So’ (Vacuum)^* «ja SW&tfttk. 7V>©3 s*S &&•$* &>3o £,S 

a^S «>a £)£>§&§ cp^o. a^a 7P © f £ot3 £o*3 ©Pi3£rj^ pS spd&o 
^€££P>, (dSSS 3CPCP<££&>, SSo5 3*$S 3 CP?P^^Sl> 0cS5P>d^o6. a^S 

&d|<&©^ £J|3 £p>&>3boa. &CPS>to§ && 7V>®&* a^ 35^.3$ 

0cS5J^cS^oa. 

3o3ic 33 - a^a 3 jhp&$ 


cS^aic 33 lbS&>&> 303coaex> 38,000 a^ottapco Se> a$&«3b 33?tea3 

epotP&>. &oA*$o£*3 »yp*>3b IbSSkSb 303coae» 4,000 »yrtS£F€» Ao 
a^^e^ «5A 6oiJ»cSb3 SS^e^a^^oa. 

3oft«a^«o 

^PSSXPeai a^co 15>&>, aoRaa^w *4^. SSP»3^Re» ajiSoco 33§ 
S^do7P ^otPooo. 3oRe$ 3atJ°3§ 3®coo7P 6otPcoo. S)t3 "aPSPao 


-as&Sa 30‘2cot5e» 4,000 S^oa;pogo $*£=& &oiMO &3 3S^SP &3 
S*t3 £po (tv^o) tS&Syog* i^eP [So at SSooa. 

*, 5o to «£S>eo t-gtPS©* t-»3<l) (*« (pitch) (2) $>3* (intensity) 
(3) too (timber) ©3 «o*»€£ iaSootJ*ooo. S^o&oi S5oS$) Joes'© 
©{KSoasPajoiS ‘^©’ 5P°&©boa. SoS© (intensity) ©3a $$363 55o2§) 
SnoJSSS 35 \© ( amplitude of vibration) Sbi3 <tfO°&3& dsotxoa. a,g 3o 

^ O 35o S^a^JP Jbt3s;§>&> t,g 5^oC5 35^© S©A e-g 3$"2o5 S^Saa&j, 

&tia!5)a» s^s syoas Shagen sa^s s^as^ ase*> 

0vco>. qog foe>S>3a s?a $$3, Sja &o $$3, 3 a $$3 ©3 

?b8o5 it) iSicS qg^o. (So© &S©e» 5Sr>So7P 6SP^ So $>«5, 3e», 
»foo acSo©j 5>So ?ba>o. * foao S^oaS Sg© (mode of vibrating) 
b>&, M $$3 SooS S^cSoo f&T* $$35® (upper partial tones) ^SSoosp^o 

6oia>o£>. 

;j®8© (Resonance) 

3ctfO°£)j (tuning fork) 0r°Ao-S) 2^ 5*2^3$ ^ 

gr«G» 5$0$o go5;Po©* 55^5^ goSSPo©*' 3}oao3 &£&$ 
-g« sooSo©^ S^oa^eo tpSS 6 ©So 3$o© ©ooS> g<Dft>ooo. jr 3 
5(-oao 3\oa;p>©35 weS&^ca). -Shi S'Omo 3 © S^Otto $^$3 S^o© ar»Oo 
55So «tto» aseoao&oa. s^etpsi aot 5^oa;p©>, ag^go 

e.© a So g®A3 ao5o©^) S^oa^en ©3 ©O-S^aSo 55J*5o ©ox>3 

3^0 <y”u©So©Sj) S^oajP©. ©saoaso ‘^afe 5^oa5»eu’ (resonant vibrations) 
ety&syxo. a|i 5oJ\©oS* ‘JPao’ ep5eoao5*oa. S^So^eo (sympathetic 
vibrations) S>T»£ ^=afc S^oaSPoSs SS>ox». (fc,S ©o©So b>i3XZy&> &* 
©Oon»o So (Sg^S 6o3 ©o© SP’CP SpaSooa. s-SO^oo* oxr»£3o/T 
$8^50 S^Soe-otJa ajjys Aottaj. sjePK ©So©&> «r>3 5^©o(©on» 

S^oaoatoo Stf&goSSo). SotoeS"* ^$tfc3g (resonance box) <kaS>. 

‘^o^CPco’- 

5ofeo^ a^SooSo 5^oa^o ©OSoa^oo Aa^o*. c-2 ^Oo ‘jfc©’ 
(pitch) ©t D°3^ 0°3 5^oa^P© ©ocaaa»3^ot3 >^©^ Soft©o<5* 30<xa 
>0o. «pOSc& 5oh©o^ -S-* S^oasPen S»g, S^oa^Po 3^©oe» Zxvprr 
(«>oS£^©. ^ jJWb© SoO^ io»ot ‘©o©?Poo’ (intervals) ©oO»&. 

©oSo ©OCSoaspeo Xo 5oA© 5 ^cpo5o e-'t&O 5©SoaSSy&o, ^P^3 

ac3 ©Ootpo sao^eo Tteb «Sog ©3 ^SSj&o £.gcP55»gt3 eooSOaoo 

*Jg5ytSo s-g J3»3S*g43 ©aftoStoo e»gtP3S , ’gt3 ©gAoOSSyao 

©^3 ©Oo7Po 505^0ar>aSo So ‘SP©a>’ (beats) 35^3. Sl^^ScSSoo^ 
s,gto5 b©So ©oaa Si'gSo S’^SSyao ‘ST 0 ©’ S^OTP SSesao©ooa. 

■gi saa<5 So 7 »as, spoS, soaa b©o &>a §®a^pAo-ossyao ‘sr»©o’ t?io 

ii 



05^2.^00 5*3>©bo&. ©5* Sj'Sas do^aay&i ar»iS© liKo 3a§ s?o$n® 

63jfcx ©a&Soo&. ^?fon®3i (Sa>»go7P3i JXS^S ‘aj®«J©o’ (g'a 3ja*s>^ 
S&OoOatx ‘$7®$©-’ (5*JS^d IhSaoSa 33 ©3 iKSbibfiSPa^ 

o®i3a So^iTS aa>o&. 

3®-»»j«£a©Rtfo - <r®&{>dk SoA«o 


SofiiSo 3^8 S)O 0 a»(Si> ag«§ 3 oao 6 « 333 by stda'S* 3 ^ 0 ®© 
3®a3©3®£3§ |d®o°3£o ©3a JVj^o. &ot5^ 3oft«S iS^CPeo 3o&i 3o®©i: (l) 
(Concords), ( 2 ) (discords). 1-3-5 3jp®©a} g©5 SPoxoOiS 

Ssr>jr^ ©s&ifcoa. btd§ X3iS 3sa s»gS3 &r®a® g©S> (1-3-5-7) spoxoO^ 
o^tfcoa. ScJ^ r 5^£f®£ 33 3^©o 6^33^80 ©ox3 ©3y8o © 

©oiStda S®oS:<§" S®6| ©*> k 3o£s5" (common chord of C major) «sotJ ,1 &; © 
3a 3^80 §®aoe3^j8o ©ox«S 5®33 aT 5®S| ©§> a TbaS" (common chord of c 
minor) ©o*J®8o. ©3 a^on® &ZP} j _&6 i 3 7a 3^8o §*3503^8© ©ox3 s®5[ 
©5 a G®£b'3oi5~' "3"3^ (Chord of the dominant seventh) ©otJ»Cb. S t o®^aS^' 
~3y r &' (Harmonical major scale), aftp^aS^ - "3^5" (Harmonical 

minor scale), '3}©®dS^” 3}3§" *^ r ^" llodical minor scale) ©3 aiX®&i 

■S>^.«3 © ages -4 6a®^coo. ^a go^os 3oftaoS*a £>s3oscr®seno, iesprf, 
7T“6 a^a*© ©3 ■&>«£©©& a 6 © Aotj®dk3 ©otj®06. 


fff®e&dSo aoJtao ‘o»x ao0c5®ess3 aga’s 3oaoa. o®«o, a^eo, o®©o 
3© aoA«$o ©coooaa a^g 38^-aao 3s^oa (cpk* a^o^j a®©^ (0©a^o 
ft# ax-a^«S). a^© «*®c®eo aa^a^di ■©•« agas 4 a®7?>3"i (5®ax^o. o®ko 
©O ~t> §*»}_ a^CPoSi) ©^aes ©aS^ea (gasoS^ K3ig efcogon® >Stoo 

©a 3a^aaj}. a3a®e aspa§ a^o s©3otx ajjo®©a> goioa 3 ©i>£o3o 
Tia^so. -8* aga§ «a>s»3 (3®^® -33^s>. 


$p8lk3£> aoftao 3o»© abod s^tdoaa axT^ao^a dn»a, ©aoepa, 
a^©o»©(5* "axgs 3®ao3a s»©oa®td3 ^1) S)^ (2) (3$53i (3) a^fec£> (4) 
i^&©S5^5) a«fo© ^6) a>o^g(^7) ©aa^8^ ©3 3&o a^©®©? ©a5*a®c» (gaio^® 
ib©oawdaafe 33®cb. ^ar®t3 a>«-©-a-a-a-^ ©^ aco®©5® aoa 

T_ ^-c . / <0 

&>ooo. ^D^OD ^SSoo^ 6 ^ C>§ 

-£« ^oroo^ ?S-6-«-^-SS-d5-^ elS (SS5oo^ Scr^too ^d5oOp 
esOAofi). €£>^3 ^ ^CJ^^CPcSiP^ ‘S^g ^SSoo’ 

eo^C5o. >^”Se5o t^tSS &o<J ^e^JSo Sj^oS 6 

^§&>o£* SS>-A*0-J5>-^-e5-2> e)*^S ‘^o^SSo (7PS5oo’ ep^2J^<db^coc>. 

aoRdoff* 22 \*&® ?bOoSofi^. «p^3 

^CPen <D^ r ’S§^.^ 5Pt3 €£>o^CPex>, S^cpo 

(frequency per second) &XP i G& OeJ° ^otJ^cSP* ^o£5 -CSJ 10 ^ 

tki^oa. 5 ft 




4 

7 

9 

13 

17 

20 

22 

^cn*e» 

^o^lCPco 

a 

4 

6 

3 

K 

2 

as 

4 

a 

4 

0 

3 

a 

2 

0*55*035 

480 

512 

600 

640 

720 

768 

900 

550^035 

«S>°^S^°Od 

240 

256 

300 

320 

360 

384 

450 

120 

128 

150 

160 

180 

192 

225 


5*135*0 (n»(3o) SiO(iS5jeo5 160 a^o45SP© 350s4Sao ^»4Se»§ , 5 0*5 

frox&Z 720 a^oOJP© 3503050 530$ 505K©4S3. ©53530(45 ( 530(45>a33 
goto dtoSjcoa) «30*5 (o*5>033golo 15 ^o») >053303 5oft« SPO*$e 
tuOTS 5©SoOtP52 >0$on» iotPoss. sasjOS" 3*00^ 530(45 5. CP 

as 3oaa 120 a^oaa*© 3005«ao ©ao»55.4P32 3oaa 1800 a^ooa*© 
354534550 a>a^ jpoaosy Jie»a3 © 53530(45 5o4557*a2 3oaa 90 a^oa 
St*© 3503 aso «d tpos^s^as >Soaa 1800 s^ooa*© 35453050 ©"^spa 
&$£ jpasKSij. ■Scm^jsj a>o(aa.jga5 3oaa 120 a^otsa*© 35034550 
o*55o057*as 3oaa 720 a^ooa*© 3503oao ©3 spaa^a^ jpoaosy 

(<b 0 

n»( 3 n*;pa 2 ©astooon* s*a^o*©5j a6^5a>s*aoo &r*o (&© esau 
ttsaooa. #* (Ssfl ©3a sooao^a ©ft, &>&$& l&o «& ~z>o&, 5s*©3. 

itSff* UaaatSaa »oaa>(Sjo a*o*se>on» 355353053 , (>a «*6eo«© 5$5o©S3 
«/\ ioojoa. ‘8oaaaa a>a^(&>o >o*eoon» ^y©&, aa^a gosa^soH© 

spos an 4oo>oa. 

e-g aot»eff* a»a^ to~L> spas axcn» 6od g3d 3o3 t<gt3, ©os 3a*^3 

ASj^. 3o 3©3 537*03- g©5 "20030 SPoofo 3o3eo 6oo3. 530(45a.{Pa2 ( 

120) «j3d 36355 , 530$ s.ega2 (240) 30*^3 3 o4Sj 3o3©ao, aso^aaoa 
ar*as (180) 457 * 0*5 aa^ oao 3o3as i&s 3"^- -3* a*©3 3o3© 

aacpar*a^ ,‘ao-aao ^a’ ©olpOo. &a^ §-a-a-§ ©a (spossaosj. (a, a© 

(§oa coeio^) a50(a^co5a apaasoa. a fogp 3aa 530$>co> a_$o*©3. 

15 a 35 ^. i><23 o»o>cd 5§ apoa. "a a ~do&>&S) r e> © 3 {j* 5 >ca> 2 , (2oa 

3oaj - 55^.05 ©a5550(4S>035S foifces). Sotospal 4 SP 0 OJV &ot JPosfi* 
ASi^ 3 o 355 53O(45530$5P (160) 52 (*3® 255, 55«tPJPt35 5555550 
a-a-a© 5 P &oo3 ©ayOo ‘Soa^as (&e’ © 35330 a. (^-a-a-sso). 

..3 8 6*^adS5o^* 55O(0a»<»5ff*a &.g a^pa^ a.gon» feaosoa o*a2 ©s*a* 
c»oS*a aooapa^, epa^a»o5 o»a2 530 $>oo 3 5.«ga^ feasSsa^ocoo^ ©a 

50055(353 ©^)35oa. ©oto t,go5, 550505, 50557*05 (1-8-13) £>1©53 
!P 035 oOt 30 5o055(g53. 3 8 6*^a<S350 JbO t,gtj5, ©55, 54S55P05 Lloas 
t»"Sa*6 (1-6-13) «P035O0i3O 5505^3 ©2^)3500. 


$£&«»> ©Ctojes 


eg do3So S»i3S3y8» ©a 1,2,3,4,5,6 ‘2w80S *oc*e»7? 3>^o&&o&. 

®o©*X tyo&o>3 «J*7?S)5 ©3*a (Koft (anti- node) ©lb SjoSS S^ofiKe 
>^»2 ©^S-d |Ko$ (node) ©S> "S>0b. do3Si SbiSSSytta Kt3n» 3SoS 
SjSS ©0®e«it*o (the fundamental) «oU'&. ©too dO^jjd &3y S^oaSeio 
S'Sj, Sjdi>o<Sr» SjSoen (over tones, upper partial tones) ©SoS ®&>C 
raS'd^g OjSooo (Harmonic series of sounds), ©Sa S^oaoS 9o9 

«r»Xo SPG^SoetS £otoooa s®at3 -»♦ ©S>5e»;3®a^g a^Soeo 1:2:3:4:5:6 
s£a» as^ajtfj 6otj»co}. t»o°ca.go s^oas*© aecs>aso 100 ©oa>3 
e£s S^c«jo^"a£&© aecb a;y»e» 200, 300, 400, 500, 600 S7Upn» 
Aocpom. qa Ss6S ©SeS 100, 100x2, 100x3, 100x4, 100x5, 

100x6 (gar»a§ 3o&>a»ax>. s»n» SoAa s$o«e» «3oee»;pa^g <5ja>©5* 
5r»<SS So^« Gj&eo. 2J-*X£n°[ifo, if o3eo ©Ss^S SjjSsoi -g* ©SoOraCPa^g 
SSojtgeS 3©j£Joa. 


oaSdiPBo^go *ST*S2S goBo<E)®£ S^B'&iSg (larynx) Si ‘cSS 5e»’ ©S^a. 
a)K 0 *oajsaoabeo sospbo I 820 .&). £j°ei§), (^es^eaojdboj SiSpeo 12 
Zb.h). frl ssj) AotPooo. SiKSP© goSiSjS $$»aeoKo d»S$ SiSPBo 8^-12 / 
6otoooaa, wtsi3»e goea^a a^saoo«o a*asg> 3osr>& ‘2-4 ( 3 #$ 

6otx>oa£ SS^o&it^oa. KSoSoSSoSS ®o¥o Sabots 2bS>2p£© So&otfiSb 
SjC&fcSg (larynx) ©SjBolpa^g a^SioiSwS SjdkoijT' a^Soeo ioS 

Seo&aboa ©ft, ©a n»^a aoAo®a§ |S3£gon® ©Sigpe'aiS © 0*0 ©». 


eg a^S ©,©,©• ©a cF>n»©«ss sr>atpKon»2.;T» Sfts3y&> « a^s^a 
©CSiyea Sx>jp£os»a 0*©5e» s»3). SPSS jy»S.££a ©Soyes ©S>8e»;pa^s»3S 
Oo^a a^ea 3^a*poc ^Ca* s i {5aoifc ° S}oas»3 ©ci>je3 

B^SioSo ft»B£on*SSiSja. S*Bo iPSibtig (resonance chamber)©®?! SS SSioa. 
S»n» SoA«r>a§ ©-SjjS S»*>£aiSSa [Kft®o3Se& Aolosoa. «r»0&dk SoftdoB* 
ftd a^SieSo ‘S^CPes’ ©S^loipS SoS^jao, 3Si?to, gSjtt tpS.€£ ©CSoy 
©Si ‘S^cr>e»’ ©otCPBi. fttSa ‘(d»raS»e»’ ©Stoo SPC® 6oS. as^oSs®on® 
SoftaoCf* ©si}©! [A^es 0 ^. 

SoJio*SS»g «r»a. - a&Xs 


SoAaoS^ gP’SO'Ko v%byx> s®S© 5 > eg d»o o»JDS 

©esa g©^oaun>a§ >ag"SiS s>a>oS 6 & eg cas s»jt>©. soAao^ 4 s$c*© 
Sr»«^g5 ‘o°do%)’ ©s t>33 >cg^a seyoS* sr»©ys saeaasi 
©£"&&>. d^lsi)* eg aa (mood)^^ (SPJJ®^ (emotion) ejgS ©0'S 

isiMTPtb ©esj^ooijrpsj sr®©j ao^spsS aS^a w ‘d^ipa^o’ 

©SeS Stt S-C5S. -»« (Scar«£sSoS < So SoAspSS eg SPS. s®3®©. aisO 

spea S«o€^ a« sas sejlPSiS^a 3s>?b. 3 Sj«s gc§>e» g^^Ss 


O’d&oj ‘3*CT»a.©otf5 33>X333y Si^'&oQjaa *5P>5* 

SJ'Osec JSOeS^c.... 3 >oS;om^o (3 ar»Jj.«r>S»’ oow tfSosto©"*) 333?b 
ar*oe» eo($ 333© goos^55Ss» -3* «PA. 33So^>n» AoSu 11 ^ "aj-CSjjS® 
Wltp&ti) ‘srSjaojoX SXxttja 303(33 O^o O&egh&i ®oor» 
333X3 <P».S3o2 833^35 ©tfyJS^ b&ikta~ 

3po( 3 <piss, ^spss sa^&>« 

«|tr»J> dSTHS’fi.fl'jjP,^0^355* 3©S>’ 

watjJ’ 333fo 3»&>n» %uuo, 33 jX> «p 3. ar’CPSoo, 5^8$ StoSSr>o^> 
X>8o3>3 z>&3& (SjT’gC <503 (3>3o (&JSy»©o<SO30>^S§ 

SSO^SSi SdSj^oo, dke^tt %otoo 3o5* 3333^ ^ 

6otas»3 ©Co3s s»33 SoS^Sx* 3 >jJS». 

303 ^ 30 $*$ 3*oa 3o3* s^oS* 333 X 533 xi^a "a^s*®* *©&• 

oS^c&aen 33sX535 03c*P35 3)0»©<&>5' <P3. (Italian of 

the East). Ct-sS 5*6 (Carey) 33 ‘3©oX ff»^g8c»o’ • (Telinga Grammar) 
(1812 A.D.)£>* “3©oX, So^oS, 335«, asScSSr*# koX&S (5»o3*«) «3 otts 
^r»a.^ 3©ox cps. «d£o«Jo jpo^aan* 5* 35350 a. ^83jS*o»si g^'ajoa 
w'Sa °t,syS3S^ ar ,_ l> ecojjT 0 aCj^csr 1 ®) acpooSort*, 335533on», jpx 
osiisa ^&ar*8^o5 < s^o 3<&^tpa5s»a®J>a sSs^ 3<£ s»8S 3 o»sp© 

■SO;© ( Variety of inflexion) Aotttoo 3© 7385j§^J»35tf»eP3A63^ <P3.«£ 

tlst3x» &3j3d} 3>^B” 

BOSS' Soo&S (Campbell) 33 ‘BoT'XJ’’ 5P£S8no (Teloogoo Grammar) 
(1816 A.D.) vo&ifo 33P -&-« [>5SSig (*P£S8o) (Xotfo <P8i i 3* <T»iS.^ 
e© &6Sr>xs&&j', sp*s"Sjx©£> »ox>a t-s $r»a.5j aouoOo-sa 

aj’poas aaa&oafc ^xe&eo^a ar>35j -*©d 65*£X5©5, cpnsajpeo 3©ox» 
e>otf*3 3« <P3.5*t3, a*X8So3a tjS^A 0 X 3 © foe>Xa»©5*i3 , «rcP8©5*0 
aa-csdSP’S^ s&)& A&s^ao'as -*• ^030 63S835oaa Jjssc^a 

xiii J&oS* s?«3» p*»»3: 

“3©o?t> «oC3§*a^ a’trsjtfan*^ ap>au»a2 T5i3l 3©o £3^ a©5 

acpEa ua** ao^s'Sja (Xosm %p© 3. &a 3355 a, 1 ^ 33580 , acpieiofi'* 

^35t5g3 «»&Pl33 £to6a»X©<P3.®3 Aj). 3« <T*S. 33 3£lseraofi < ?t4 fT*3^ 
SPePSoiliJPS^, (<3© *&&3«J&3 XJ^O) X8j3tSJS-33^”. 

$r»a.©Sa ifooS’S^S jp^S8e»o jSP&a 33 (Xo45o (25 

Sjo)^ »paa tp^, 3o3)j3 1 ^ 33 , »g 3355 a »3spt5 3{5on» 3 ©>X 3 
30^3 aa^aKoan* «j»0oat3a»3r*oa. wox^p pa^o» aj^aie^o 
3J»i3o tja 0335 >SP 35 3 »^<JS 3 ' 2 o 3 3*S3^ &o&o& n 


VI 


eT&i 27 33ifo $PS..$io<2 «§13 3*3© 5£>3 {S*oS>©CPaa. 

m?5o3S S'ooS® aa>« Ss3*S3 Xo|©3^ea£ $POd ‘SooaO 3©ooK’3 -a^ 
; 3 »&>. |3“‘3jS5’ 3.&.<d5. S 8 e5£"n®0 3S3?b Ssa ©$3 p3o (2&g15o. 3&>fo 

egm^ &paitP£3l .©a SoA{P3§ |S^Son» 3Sb^ 6oafcP3§ S»Qcso ©a ©ao3 
^T'S.S'iSo'So. ®3n° SCPeo £>5® e-S ©■CkjS® 3iiK}3^d£>3 !3“eo5® 

sa °©5 a°D°^) ^s$ ©a^a&o. sepoao#* s3j ©csy^ &p>o° 
&,©, 3 , ©33 3 S^_S. 33 jKj ©so«S3$o SoA«r>3§ S3§ S3) S»»£ €^oon» 
&otx>o&TP w 332 CP3tP3§ JSj5§*3^ ©o«£S 3 O -0 s*{5eP©P 6 iP}a». 33iKi 
3033 ^ 3 * 33§ $^3 3'>e®0’>£3§ 6$cSo3ii3} c£>d, (^S 6 spjcoo. 

dSjfi ©S^Syaj >D°tt^e CS^^5* 3ns»3£oS© e^C 3^3 dSid^SoS'* CPSOo 
© 3 a (SSba’Sj. -&« 3^3 fr&iip 3®n» a^OoS^S ©gMgeo '3o&ot34 

so©o 3 oa 6 ot»oa. d^aa^j&csp^e >ao^* ©3^ £pcp<^;&> s*©> 

«^s s»aoo. - 8 -« $ps.&j saOod Ad ejg,ep3^ 1 bS 6 ooi!>ooo<!r 6 3so, sajs, 
sa^so, s^ao^so sot3 3 tx»©os»cp ©3 ss^s^ais^coi. ^svt^Pso 

3oA3o£*3 a^cr»©os»e'S 3 a ‘&*q^ urn ss^sjoa. (320, sss os, os). 

Siijg 33(K3o ‘w^SSjj’ ©"3 ©©oPOoePK S3 ^Ssoa. (30K, OKSi, KSjS) 
‘3©3o’ ©"3 ©ooSPOoepK S3 \3Sioa. (3K0 SjSo OKS, OSjK 
SSSoKO...) iJS^CPS^d n»oa°03}© S3 S3 3Sjoa. 

3 Ss?b SP^gCcsoff* ©abj© 3&>S0eao 633 jo 7T® aOA &^P}Oes 3»©3£o, 
n»Sc3P>K^d ©3jPt3§ 6 i S>So 31b Kjcjo &oa. S’©;© 3 S.cS3o3® SP3 
^£7>ot3 [Sc3r®£sS‘& goiKi&oa. »Aji> ©K; aj,> £>d; « , ^SSSjo2s3 1> ©5 Si© 
$£Scp 3 spas^oesspeon* SpO 6 -cpjOcs 3»©?p^3^3^co3. 3 ©^ jPCT^cpoi 

^s^cp©^ apooSiP 60 a. ( 5 k> 5s; sk©>> ss©j; spaad^spad) 

spaacpos spaasj'eom® apotoSiP &oa. -&• q§jCT°©5* ssjkj ?pa.sa t»s 

§*3o©<3$o SOyoa. [PS g$ S®So S^ SPC^ Spcp s)eP"A 63 S 6 Sooa: 

(©SK 3 >©cs?b; ^>ag>o§)»g; Sas>Sod.). ©eP"A 3 ©sKj3® S^j *>”<§*2 S^ 
SiaSOcso (3oas+'3a9> 3^aa; ' 3 &S)+ 2 oSS^> 73&^3Sco) SjsS KSaasP^^o, 
&CPjOc 3 S^ 2 -S (S«§£S ^po^^S^^coi. sjCPotS e^CP^ 3Ss?bSi SoAo®3§ 
0 ^SoP dftS g®Sj©'3jS ^PS.P 3&7S. 

PO^SoAtPcSs 3SsKi© 6 a«SSso 

(>5as»©o 3oo& 3 S 5 Ki^«o 3 ® SPO^SoA«PQ) fT*3^ £r°(^ S>o3^. SPtP^ 
3 l So£ 3 oao 3 3oao>dS3©j 60^3. (l) SojS^<Pco, ( 2 ) iPO^<Peo. SosS 
■&©*©) ^Scpfs S^SS cpjp <3sp©dSP€£ ©CPaiPS^SP^oSj d» 05S^. SPtJ^ 
■Si<5»©3 PSSS^IS^SS 0 °^P CPESSa S)CP^©Si D°05S5^. -&• SPtO^"&)©*©5 
^Sjoa» Spac'd So|So°diio P_^!P gep£p©&, SjdPco ^trw sa©5® 
epKSd'&iPoSb CPOd^'S. 


vix 



j^Sjo sh>*s£ snog AoAcros o*ts*>;W£3 sa©^ 
cp>«3gg, -5*# o*ts>© <3iJ*©©Sr*e3- i>*33 (3*&3&3. 

3©5j (jl.«. 848-892), <x°33S»ot3 (^.*. 945-970), (^oSo, ©8^.3*;a 
( l l.«.”l250 |d»oao), ©&sr»ito (|l. ». 1386- 1402), at^a (4*. 
1437 (3*oifo), CoesSo SiA^cas ((4.if. 1509- 1530) Au&Sad^aco ((4. 
if. 1531 (d»oifo) -&6V°§ lf*§ ^ >oiS&> - ***>3*^3, 

3)&o3> 3x>tt©s, 3tg3 3 o 33 l&© (j4.». 1250 (3*o«o) 

*»s;r»€£ "2)6^ r ©g [S&sffA S*otf0>. jl.if. 1560^ js»o«sj 

&SiSo ©3 3t£2jj»6' 3k»3Jo6. 

A»fc3g 3©A0»© iofi «J33fo 3*C6 (B*S>3 Ao&'&j 

86A ‘©AAdSsBfrpo’ (d'bSd&'ajoa. Soa‘S*$C6rf 330ofc&> 

eo&3d © |Xo$o |3.if. 3if0*g§ 3o&oSA 4fe3o&>5*o&. -tf* (Kojp* 

AS £*&S3 ©coo83 (StJboJ* <93>K3 t&£*3 AA^as. •SoQ'lifjQ (33j3o 
jp'Sifcspu'gAS 3 o& 3 16 (33js»4r| *.3t3. wo^Ziifo^ 3*Q®6e»on» j?<4 
©333ao3»a»5*oa. (I.if. 1213-1255 ah 3 a*d£f&3*30 A)<fg Otr^A©, A« 
0£T>^3© ©3 '3o&» (Kotp»©3 (O* 4 r*tto. Aif 00*^3© ©Cgo S»ASj. 3)080*^3© 
(333©o3t3&o&. »8^Ji>oH$X»3»©383 ((!.«. 1300 (3»o0o) **0&&A AoAif 

0«»^Sor»A5 33(3&g JPgsfPgAo AoS^tfo#* O-Oo-cpOo. -8* A iT»^(r*^S7“AS 

‘(soA«) soqoge’SiA ■&&. Sb3x»ono - s§ (^.«. 1386- 1402) ‘a»o0 

a»<s<&S»’ ©li (KoO»AS SO. &AA SMJd5ri&24»»» "385*33*2 

'«S3j , ‘ 84 ({l.¥. 1402- 1420) ‘A»Sj*0g Ao0»33cS ’ ©3 s»S 

‘SoA8 0oo»3jd’ ©3 £o$o sr»o» (3»a»»j. •*« ‘SoA« Aoo*33d’S 
£3^ "Sott) (3tfcexr» 08333o8ij)eo >«£■« |u6€* 3©5^oa. SgA’ 

&A 3oA<f 60»jS8o ib£> S»g*g |3&8o. ©d&A q33^& <S30»8S3© (^I.V. 

1440- 1465) «>S AepjoSotta. ©00*83 AOeo&i 3 oA« Ocr^SOo JbfiS tku 
fotf* 3*g$r»g;5o (p**»83. (sj& »3»(80o). 3833 Kmso^Tashu ©o^T 
AdSJ'tsgS' 33«£33 3so4 33J*&3 , &c 06©*© t3on»0*A^ t3A“330n» 3*o&3t33 
«Jo>3Jo&. -8« A8©>A S63TS56S3 tJoC^Oje^^a^C^dSbts ( 3oAtf JST'C^^JSdJbo’ 
©^ («o53»ASS£. S}if8j 4o433»tt». -8« SaA« 

3jr*6*^a<3SPA5 ‘«^,o <50do’ ©A &r»6» t>&. 3 <wo5op> 0 «^<506tt> (^l.if. 

16 *0»g) sr> 0 ^ 3oAer»©33 '3oAot3AXJ*6j 3t>^ ‘<583 »»^o’ ©T$ (Ko«© 
p>*»8o. ©o3 S»dSj. #«cK63 AO K*Aoao So8 ‘jit»«6ooA’ **H> Z*£*>$&> 
(p***&5. ©adS^PSXPcJBboSPoo^A SfoiiJitS CP3J»3r^tta ‘S^jO ■&«S©»A0 > 
©^ (3&g |Ko$o ^x>o’A»8i3n* 'AjOoA^PA*© SftgOo 3gAA 

3S^3s*£da. Sc^jOS 3oAar»AS < <SiS i>e>3o |33*0oAo& qifii. 4f« S*©»A‘S 

3o&3 336*3 (3kg 3oA« ^oCSSO ttPCs^ f^O*36 a©j&3oa ‘cr*KA«*«3»’ 
©TJ («oO*A^ 6AoA 3 3*33A»$3tti. ‘ 3^6to« SC»A0’A 33 oCA30&. 



aoftiJoS* w5®3»c» «a6*3»c» (gap^^d ( 7&*gge>’ (a'^'S 

t3oa -&« j«o«o. ■&* (Koqpa^ ap^ 'a^a'Soao ■&«go«» ao«5e»&a^cika 
3*Kto. 3fc3 ScPSPtfa ag«S a|tf3 [S^li^Soj Sa^tiSo^oa. GZx>Z*$ 
jjr'd’eoa ‘aoA«* a^s’ sa^&ocp^ a>ech3 (Ko$so. 


3a>fo (Ko5p€£ CPaxPsr 3*aid&§ ((1.2. 1560 3p{5$o)n®© ‘ao«Jo’, 
a*ejr*© fi*ao«sga (17 2€r»a) ‘cpk «p© ocxpajrf,’ ‘o»«a2 (d»» (a&fcg’ 
e3 (Ko5J°®p>, ©o«ssoXjoo ap^&ptfga (16-17 2«r“go^*) ‘»$>i5d&ae^e»o,’ 
■^>4 ‘Soso SPEPd&ejgS ((1.2. 1900 (£r>oi*o), ‘;po£ ja&aaa*),’ aoifc 
&&© »)5>oa»ga (19 2 <j».) ‘»oA« ^>o»o(«3*js 33’ &acsio ‘£©<s « , v ^ / 

ao$a$a»’ a»sp>a aspsosa (17 2 . iRp^a ) ‘aoa >Qao(?«'ax>’ e»3a 
§*a^ s>x>9£ (Koa°«». ‘ ao(K3* aj»B°a>eS’ eaoaa f^aoEPip&geo «o(CS3da 
aoac&iiso;p^ao. 

■Sosojsj© ’5o«se > e» aaj(«on» 3ao&>a© ®«a 0 32 ^ 3o«ax>e» S’a^ 
‘aoAis^o ao^o’^ap* ‘aojxa* ap’Epaiel’s^ai aa£EPn»e»n° gaa&i«pocc. 

«p^di>s»©o^ «sa^aj-»cp&^eu, spa© cpaocpai «a«<S go3© fi*aaj, 
^(tfdig, o^^tpss*, -aacpaj, ^©oks^cS (a&&><3. 

^aj?ti (>&as^)^ -cpoaooa aotoo ag^n* ^©aasps^ 

&3® ao ha aaadSjo gespff* «a 33 ^©. aa>a©(d paa cpaocP2M£p»a. 
e»&a ‘aofta sc» ©3'a^aa’. «®aa (Ko^off* >o£?vo, aao«, f*epa»e, ipo, 
£p>i5oK, 5 * 05^23 "3coa3a o^j^oSi 3oaa a^a s^ep© 2x>& «»aa a©dsp©i 

ql_ 

a^koaud d^cco. ‘(>oS5a®o(a a^a 8 g^© aofta (aaa©’ «3 Itas* 
{s^S - tiP>atP£s> uogtyr 8 ©© ej^sptb iTp-S’.d. acgoa (Kojpa^ ©pd’odoa 
(d^a^o(<s gs&© aoAa (aaajocpco. (Xotfg©^ aoto ^e* g©jp©i. 

(Ko$o (aa^soaudoa. 


II 


ykj to 

‘oSog’t^&So $Ptf#<3^o ZPgo SSoJ"*oe>o<5 
s^Siocp cto sos’&ogo &i So &pcp 0&&<5 ** <&j)c| 

■5“<5$&> es&>eo *2Sl5jGb £) 0 °eofi* $PDo-j^go, ^S&iT^Cb. §*o& 0 ^dfo£)^ $ 2 g)tti), 
SSDdPotffib «S es>3, 90 s* S*o 6 Cb | 3 S 2 §)£a, l&'S S’oeSfc *§&>££, 9 o§*g 
SPo£&> 3j r o&>£3 $r°£)o-D O^^Cb. (-&• eso**^ foOo-O ^^SSP'-CPCb^ 
^g eQ*^ SoisSS* 77*^5o S<3§*o£* %€P&&* yhj u*&r» 3 bem> 

32£2§>7F> ^gi3ocr*&>. tfSSb ^Skp^dkCP^ £*QoZ)Z 

&foSSx>i3o2>7F>0£), S5 oO 2}g&> $3^0o&, 24fo&> i)$*ofoo&> &od& ^CjSPoSo 
6o0^5oo S&Neo&o^oa. 

O cJ 

SCjSSjo S&SS 73$r»;5;5'>KiSo3gfi7'[» 4 r°o e&'ft wodSJ'oSi ‘lojaoO'otSa. 
^SiPS^KScr®^ d»t36v5 6*0(0, gcgog, iSZbVZPtk eedSPeSa e^guod. 

14a «€Pg^* ■&y>oa 3«s>«», 'js^oS* as* ajoaea^axia a&aoo 
456^03 % f & o - ct >&>. eS^fie a>tf;>a&cia $S§*ad&>a, «a^aj^r>&ge» 

w©d5r»S£ (o&aS <3-CP}&>. 16S giPOS* #4 «©<3&r»a§ 

cSaa^tss:© ©Oo-aoa. wc&a (I.?. 1512- 1523 a^o^ sh)o€t* 

&&>&& a&a j» aojo-o "S> 0 oaig 1, ^&. HmtsiSfrQ ao^oaa 

ay&s ^»^ 2 o§ 3as«^ 26*oo, 25 w Zo&2>'$tx>, d»eo (O'Ko^aS £jon»Oi a®(tf 
s»aoge»n» aa^oOi&a^Si. '3o£ i ^»o oe^oaaayBa ^3aS or»3al -cr»o 
a?to a&c^oau&nL ajj'5*^®5 dsr*(<$€f® o*d 3 je» a^a^S (n*ar*«» 

3 )cpj{Sj. sr»£^>e dsr^s* a^ao$ 253© aca*® 5 * gas»?f5>.go 3o»oaao 
«p«d®g (rs»aj»a^ o»ao 3«&£Oo adAoa. o°<j 3 oo -oa^cprf »o»a aa^a 
e-s papa^ t,s sftpa^ ajO)oa. o*o>a»&> aae«^ |a$r>aa «3 a^ge^ecpa^ 
sr»c» 3 o^&. o 6 *>& cjsp*^^ ‘«aoca©di>’ aaxvpaS aon»{b«POofa 
3co>o-a*j»a§ 253© aca««» j&cs^a&wao T^aca 8 ©:, aacsss 23a»£as 
5ar*o aea*e» sjdSs^olSo s»g c*g gosa*oax> aaga» q&}ga&is_. « 5 *£»o 
«pa^«« o»aa» SdSjofi^.. i>s*>© aaoo^e» d*a/\a !>®»o* 5 tso, 
aac<r^e»«o "3oao aoa*aje«», t,g a«go, 10 "^« aea*© aao s»aofeo>n» 
aaod\o3u&13. acpjd SP&oi)* vC&£ifu*dSx)c>, ao®®ao , dS3co gp»c» ^jSaa 
$55* t>aoa35ja^£r>‘3. 16 «o»a a>od «4 wocjsjo dso«aoj v*txf&*o 

«ocr> sp^oaoa. ■&* wo<jir»a5 a^ >««ao a&ar»ao oa.osjofi'* aja 
jaaoso^a «aign»c&o«e> wocjst^ ^3oS < >a i >a2 aajoaa 3a^oao5*oa. 

<r>«d*g g^,e» 

o»gi«g «o^(a^r gS 3 £«£ (j d £3o"J>o 0 ««jr , s»^ < a t-s ^aoo. JjpOjo 


X 



«SK <S>*3sP&>. GPgd'Sfi* SodSSftS 

^p®23^ ea&txoyo e*Si3 ^©125. (*$©&S$6&s€» £$2&&>e><5 SSotp- 

g&Pjjeo t^n®& &3d®ej£© alS &>$£ &©l£ ^oeS&SoS^ 3°cl#$0 

(■CP^ooo^^o)^) "feDo^uo «5o ePdP“&&> &-Dp6. £$©6£>6&>ex> 
e*^ePdfo&^^eo). Sai^oeao®^ iP0^d&e»lSX®5§ ^5d^ew^) 5 3|eo&o, 
^0*d&e»&> ep^SPOb dojfi, 0*$ 5 £a>$P<£to>. ^CPdkea&T 1 ^ o^.SSJ'osa 

£5©£4&©&a ^SSJXb&OTT 9 £3^00 

‘v£/ 3oSto*e&>0§ TF^ SSjXjS" 4 f?S^ So ia&><F>&gZ&>&>. -S-«c5i 

5Sj <8&>&>e>So^, esS^ePOEJ ©^T ^g&> $r°{S£e». -S«d3i5&i ©daSoej&^d&o&s 

SOad&g ©3 &&r»&fcs g©75»JSo. 5<5Seft§, SOSC C3®c&5o ©3s»5£o 

(eF&5 So&^o 5)&o«3'SO ©5 ©c&>5 ©^ ©©{S^dSjo t,St3 &oS>. 

©g^_0«oe:gj lbi5S&>&>eF‘CP>&>£&> ©"3 §*£&&, 5C£5 j^ Sifc>55©5i^ ©$ $g&> 

S©7Pib. -S«l!je3S&SS3€7>cr»Oo^5 ottjSkoa fBa&eo. SF8 j (1) ©5 

SCj^ercF'Cb^&o (2) ©5JC& (£) ^©fioSo?Hfcp«k89 (.4) 05 ©{k'SoHSa* 
&>£k> 5) sHks ©8o3oK$5P»«Sjaa ©^SJ®«b. 05 «&5s€PCP&>£&> l!>d55ioK5^ 

©3 t?“2o5i ©oPO'O i35i§'5 , ^63. e=f"Sodiio&5 ©SOI d&aSoKSS^ ©l3§ ,, &>& 
g©ftsr°»o. cp^^gsp© 5o« 5 jsj 0^ sjer> CSr°S5Ci)^: 


«‘ B,as ssre*> a&s-sr^o*. ©5^5 



(^ 1 .#. 1424 - 1503 ) 



b&&* ?b6o£) "S^T 0 SSr^oTT 0 (§o& 



S$J la ’CS"®Sb CCD 


wa^aj^^Q^eo (l.«. 1424-1503 sSoCSg a©S>®;peb. (^a S>oa 

•J^vax^aoS* zwar* 'aasaesS'a aoa«^e £®e»es 

u3»$ C5^e3«SOS)). S&as aar^j&S* S>e3a®e» ^Ogeospjcaj. 

gg«sr» 3 -psp jslP’So^ 4 ;&tSasr®3. ©&sp<&> 

■3m© «3 aa^ jaejocpa^ §r»e i joo *sa aasjpS* soa^eo^ Saits&imT? 
e9a^aje&^n»{s> 5 pc» sa s&isps* Jxo "Sogtss^oa ^s^cpa^oa «$a 
aol^a e-aa ^aoaoap&s. 3 g&r° gpc® ^ 3 o 2 "t>?^&a?i 7 'ej, 
^a^ecaj-^a 3sr>os&Kx»a) n»ao 3?»&>. 3«^a $&©&) aar^c^ST 
s^astl tsogfgf 6 £)tpsa 3*®jao. »©r»3 ©s^aj®cr®&i^ex> &p>g» as^ $£3oa 
‘aoi5go’ woSS* «§)iP63 Sfl®^ao &o£>. 

-aacSir'^S' ^ «o«a®«:»2 (fi%>3aaa}) aj®aj?i»3ato, ©a^ap'-cp 
&$e» &P>a® <S&>ao© iSoStoSjiSbaS ‘gex^dT^ao’ J)D®yo> (d»Co< 5 So 35b 
«r>ax» >^3 jsr»a37P>3a®e3. >$ajjpa3 «3^jpa®c>ij.go 31b ages (>co 
OoOoa sr*c° «>a|«sj(3S3£7T®3. 0 

©a^apcpa^espib 5*ts>§®g*-53 aso^a s^Sooc® 32,000 (aofa "Sock'S©'} 
aoljsaes eoo-aaoo sa^m&iifca^a. a®3 "Sog'tssjsoa wocgo^^oncso^ 
‘adsa aocpcp’a^ 3o§ , ©^at^ gp>c® ae»^oa.-&§ aoleaoas esa^apcp 
a^o &ar»&>aa 3aacba3«j"<j®cb^e» cp/\ 3&© Saa as^oaso (£K>o$ocpcb. 
©a^ar»ip&§©3 wa^fcoo^a *jaa«T se^aas*© sa^aoeoa aoi 
^a© cn>fl3s3€X) «?at3S a'oxatM aa^w&^oa. g’a^ aots»sjpco 3oaoo 
aoau^^oa. Siba® aoi«a©£> i&k ©a^on® 3^. iia©&a 3 ©»-cr>{i^eo 

®aa &ar®063a aa a&aoo’-cp^ea sps® aolaa go3. 3tk> apc^pgjpo 
aolaag^ 14,523 aj®^ao ©a^o ©^aocP^ojo. 

aoIsa©i s®g esa^ap-cp&^eo aoa^ao#* 'SoSiP3©ar»3 s i*^o, 
a^aos* tpapakeso, a>e ao^ao&s ^aa «as®eo eao-cpcb. SmJS* 3og 
o®a© a33*a^o, "Sog-fc^e sago s*&>&<ab;p^cos. asflcaa ©a^on® 3 j§>. 
-^'^a aoa^aoff* ‘adea e^c»o’ coooaos ^a^a^oa s»a ©$co 

S*«$d5o. 

«sa^ar»vpasgeo aa gaa® Sapaos^aa, ada a*-cptt§sa, 3 *e 4 ea*-cpeb£ 
aa Sjosaeoasaba^ao. sa^ajpas* 5S>{5oaoa®a3©3®o3, i^Sja «r»a^* 3og*j 
as^s o ®6 ap&a aol^a spss^<jsr»al «>a^ap>-cT®o^«» a^a>agb3 apas. 
oa^aj’-cpcs^ospcb ao»j a»a©n» 6 a^ s®©off* ^> 6 oa 6 a’>as©ip{ 3 b 
aass®l)a>ain» a*oa ©tbaa^f 8 ao^ocpos. ©o3 s» 03 . ®a^a 3 < 33 b^ 77 >© oaa©aj 
aa^ ga^a caa^ esasgsocpos sr»c®. ar»6 ap»^a o*Ao^a ‘secw S5e» 

xiH 



Xo'3o(a2foas sens ^aa i>aa’ ©3 eaa ©a^cso^e ajr»«a cpKotf^a 
Oda ‘sens sens as3o(d aas^a SOns ^38 3©«p’ ©3 o»3^ ©asS©oOod. 

d'di ;pt iS*Si ooXstor*eoff® doasPdfsasn» AoioP 1 etas acp$a s*©**^ 
(I. S. 1487- 1490 dsd£ s»oo4f* asj'Aoa^tss Stscfisarte or»o>n» 6o&3 
^ese ae&oxcpdSs© '^iw^ ©ajar»cpas£e& aoAq. a« a©!soHcpd5s©> aoa^j 
«o£* ‘ovar^dcBso’ ©3 s»»go (sr>S>sp»s. aoa^aoS^ ‘^©^^ecssa’asiS 
s*SS^o qaa t§03ga3s 3«^o&. •£« ae&oKCPc&as ©a^ajp-cpCis^eas cpo® 
7r“eaocpas. ©cosjp ©a^asc&g ©aafesa aa eaa seas^cpal acpgeoa 
»a35* 'dSesdAiJ CPe» aolSs '3casaCP&s. s»3 ©a^dodSs^ ^ogtsS^Cofe 

fesd ado 3 Jj^ |£p©oa «* ao~3es atAdAtsos 5«»as. cpo* aa aa^eo^as 
as'jtpaaA aa aay e^s'a^ds. -a* - aeSxsKoMSsds K*a^ ■fiostas^e 
d&ds. ^a&s <T»©*dao ‘sojoo ;>$3s5pe aa^os ilPdvpos, »eu asod 
d»©3, |>s»(T“©3 gOodd^s s»g >$asspe§ as 4 ^ aa^spos, ^jp^os, 
wdCepos TJoSV^ds. St3S 3otsodo-D 14s»aa»©>ar»^cos. -g«£s3 ©Csds© 

€T*s gocpe cr»aj»aao(S<j5a^on»e «^ 2 a spbo. &©©as (0 iafeea aasKs aaofe 
«peas*a$o gaal eso§ao leasts Aoa. ©odsff* ae&oKcpdk&s ‘^*>ogiP(& 
a»d ddinaga cp©^’ da aooatsA;p&s. 


‘aolea qg^n’as^ (aasa;& 3as«s (Koqpal wseon* 3a^esg aoa^a 
l«o55»a^ ^foaspos esa^ar»cpos^ gas gas, wc&a^ ‘aa gacp Isepasspa’ 
a 3asKs sole a ©§.nge asOoddo a©as, <pe>g ape aolcaA* cp« 
£r&> rbz>o$*&> es^SSJ^-CPtt^o So&SS3 0Q°^€x>n» &o£uo Scp»o§ 

aoAtpas wcSsa 3Ssa s^cpa^ 3o(Ka*on»3;p aa^g feeds. 


1. «a^aj'j»es^©ss ^e^o 13 s«po€^ i^agaspes $p?taasap, gja^ap<p 
es^opae© «pKsa ao^cpdspa^ aA&sp ©a^ascds^go 3j-°e$3> aoleas* 
Ijsatf 4 3asKs€"* ©^o s»3ds. ^a^ap-cpoc^© fcoSPAp aea*e aaa°©s- 
aasp^ s»a 3o4ea«pK d^aana eaa©ss»^>. ©ods^a >£ sole a 
>Ip«p^ aj^oaa a*© sa ©a^ascSs^ ©as^aoo^ aay^ds. -*• 
d)^^a wcdsa ‘acpasa*’ oesdo >ego. ia’asa^ao'ts (aj^ge, ©cosa) 
(©3*^ ©a ©0(2 pc»so. n»a <53r«K^a aole a as 3asKs^* asr«© 
^eaa?aa < ^aj'ts! 

2. aasAs ao4e,a qg^n ^oa»a^est3 ©a^asdSs^ s?e«papes^as 3i^a ‘aa 
aes^g’as'S ^aas0»^g eaa©as :p*Jn»apa^ ^aesaoqcpaa 3d^o. 
aao ©a^ojjds aa aes^s^ a§ ao^a*cx'ao ©a^Alpo^cp©. ©^A o®e. 
>s spa adgaa. aaaesas©»cpes^©5 aa aas«s ‘aolea qg^epa’S 
‘addjcd’asa spar»oaeo ap-aodoo a* ©c^>cssr , '^ tsoaesasa^a. 
sjodstSa^ ©a^ascBs^ ‘aagaep ao»asa~as’ ©ossa°ds 3asKs£r*. 


XIV 


3. ScpoS aoA<r>3§ ^)6o4SOa»2oo ‘JxpaiSlP&j’n* <©ay|ifcoij® 03 . «p©o 
«S^ar»iuP©3£© aoli£aa> ©aiSOoaoo IS^jg aj'auaa. ©a^an>cr»©cg© 

aoies^l 3 ^ 5.0 ©3 a© 3 , (§»j£ 5 *ta) ©aja© 3 , ajOPeon* StfjSoawfi 

Aottoo. (a©3 © 3 & 3 <£n» 6 ott*oo aoAa aaidk^ipai© ( 3 >a $© 
5Ss&, so#j»a^ 5 *© ‘3otti ao&© aa© a^aj ao»©sj ep/\a aoAa 
50»^S6 (JS^^O vaAtfioxxsCSh a» JMP$ao). ©a^apar®©^© an®^ © 3 ^o 

iS&ST 0 a© 3 6aj&. -©• <&CPyx £P©b3?x>a3 5P3o-aaCby ©a^eS 
SV^olSff* ^S^a©^. o®35 wdfca o^sa^ $P3o3atx &«5 j*o^SS^. 
aaoS -6 ZPtolih >o°o ‘S^O^’oJSj oP©j ST>CP}©3. *Pi33 t 305 J»o’ 

«S2S«S^. ©"«5 ‘aOePeo’n* Sj«»SSt30o©bSP^a30. a©o (6GP^a*o, ^S$, 
w$f*n<>©«5 a>T»&j o°«fo^)e» So) (OCPabS^a Sr>©^ CPaoS* s^ei 
on*©* scp£f^ axr»a> ©©««©> (a^a 8 x>o°e») sr»cpjOjrf ssjoaiso^a 
Aa^ft- a& aocj»e»a^a s^a^a^cx. 

4. *$gb<3bgs» yptSp, a©5P3§ Ke»SSO 3c&ar»<x S'oaco 3>j©o. 

^a aoAa ©«r£S© (a>as ©a^. 0 >ao. © a ©33 ^o-a ©a^ar»vP 
o^ee o»as 3 ds>aaear*CT<> 3 ^ (a>&oo ‘aa^aj^aapa ^dftjsxK^ax’n® 

aoSjijpaa a©oaaay. &35* a©3S n>a !>o 6 *©Soa. 

5. ‘aa aar«aar»a a^aasx^o’s 4 fco^s a ©3 aa ©aas 4 t,s a^s*^, 

aa^aas s©Aoaoa. aoa^aa (ao®a"aoa $r>ao. ©3 a^a «oo®ea©a 

aoep££j aaooaeiaiaboa. a© sir*© 0 o®a $r>«j® 3 § ©a^ika a^s 

(fi»J*oaoo « aao€r^ 6oaaj. as°3§ a©3 id®o aar'ao 
©aaa^aasy ” v - 


6. aa© a^a »oao (-a©e»o)ff* «a^a>ci£>£fi »©3 aa ~&cbS**3 ‘ax(a* st»qjoo 
ac&^ai. aj^a^*tj ■Sostas^e a^eoS^ a£ a^&. 


7. jjos ©raj? a^d±io7P ©a^ap*-cp©3£© ©aa ©aa© >a^o ©3&a>oa. 
■3a>?b ©c&a ^ofi -6 ifca^) axa©»a ^©Aoa. aa$ (Koopoj (pjba^a© 
s^«a^a» s)€pk p»dS3«ocp ©a&sboa © ©aa. sp^aateso (»pSj^» 
aolcaesj £®!j*a£ ttssp^ a©aa«pas ©a^ajdk£. 


q©°K, $©asa aa ac^s^o^ ^aajcp^s ©aa©^ a© ao^acpdkon* ^a 
©3a©oa, © aa ©aaao aoAa ©«j»^s© ^a^a aaon» (©Q»ab 5»©'3 [a©°ao 7 P 
©oAsoap, aoAa aa>dk m a© adsoaoo 3&oa® d»a»aS‘3eoa© 

32>^a aojpa^ («Sj*oo o»a§ aoo saiaj' aa©aas» t,s ai^s*^ aa 3 (« 
aaj ^&r»©ja a>aa ©a^aods^a. (a©oao (So°<fc2 aa^cpabs'o'S' ©a^cpoai 


XV 


SSoS^<35oSOSo'o5o S®8o, aaoS* OeOl Soo 2to£o S 6 |Soo<0 O-SSSi 4 0°«fc 
"OodotSl &,2 aSo[?i8, iPolSUp T3e>fT°0 S£5o Ss§S OSS ©cooodSO 
Sa^SSoy SiO 5 lOSa^S wd&S OSSl£ SO ^ S^Coa. 80s»a S^o& 
©&3a!oS 6o®05PSPe» fp’oeo. So A 3 jaaoSoST 6 ^ j>Sj> 3£ jaaoSo^So 
wdtsos e»s asos^da spa ©sasbj. ©S}S7®-iT®oo£eo gspog aoAtpol 3So?b 
3®tP€SF®£0§ ©SojKJpoOS ©o-Pew ^0 ©Oa^OoSSSoy 

tyo&SZ 

©s^ar’-cpo^esa ©Oosoos^ ©3 t>eoK©s sp0£d2oo&> soaoKSy ©3 

S'iSoSo 2©ft 6od;P>aj. CPgfPg OS ©CblSoXSSPSo&i 3S < «sg ) 2SjJj'!^ 

gep^oo’S^So, [1.3. 1546S* T'o&h&t \fr>oiio8*& 3o&5©r»0o S>©SOo(n» 

sp>oSj I!>o2to3$oo»s cpso 3as *®aso£*so (©as *»©gaso spsi&s 
S3odS®8i g'O^^pesoSs) 2}d0^ 1[aasb<5S 3a®©CPSo2)^ SO 
SOaoKSjSo ©30 J^iSOoSS SSjSj (aSj ©Oo^oKOSPeiSoSo), "08 ©OoSoe> 
dige^SPG® SdSoO feP^Si. •£« SekoKS^So SO 20 0>dkS2_0 ©ccoS 
SoSj^po S^aoO'gOn® ( 02^.871® ' s°23 e ca3S 1 >) KoO^oiS SPObSPjOo. 

3)^.8 2~S es^CPOOfcOS ©o?®3}3d®^©. 3S tPes£ S0 s!p©;p Poo© 4 £)8j 

£®5o ©OoSooOi 60dir®[3 3&S ^SCPdSoeo ([1.3. 1509- 1530) #« 

tpisdvg gOSioootio SP0§ 3S ^^5 SP&Stoo s®StP4So. o®oa®g [TPSt®^ 
SP^S CPdi>o&) ©[H3*0o7S» a®So 3e$5otoo ©1$& SoO^O ©3jd£20'2oS ©o3o. 
€P«>2 SP^acPdfcego O®So s»S8o5* SdSofiS^ ©S^aePOS a£bSon® 6 o^ 
gSSsSeP© 4 ^©"SoSo €T>aP'S®^ e O Soo'ISoo ^SP>S§£J0S^awSUi g*o8d 
S*^. So<5*[Ko55®eD s)30y ‘Sog^Po SOSboMS^’n® IbC^otPcoo. 2020 

O^cSSsSo S)30}$o3cpg0oe 'Sa^Son®, ©S^u© SoCP053oa3 ©aa.S' 301*3 
dSoQ'^OAS SPOOKSS^oa. S-e [Ko$o 0$S^3$»®3§ 3o3i58pofi»3o ©IS^tPOS 
s^a^gorpsj 6oor® cps»[3csx®a^ SHa&aooa’r «y»od»g spasjtoiotp^i as 

©Sj£3!PcSo©o! 

€j®oo®g aa>s?a^o [Saao ao^too Legs* ^ Troiba cpsoax^* 
O^rpOj ar-OoOStoo © aoa)Oo^O ©S^3r»cpeo§© ©qp^ 3olosS* 129 
aoiess* «9S^ar»^pcb^oSo ®ao^ oodarc® sae^cco ©os^abs^ f°<&§ 1, g8io 
isos £-2 S£oK£a>S aj®SS 60a. °a Sog5©0: 

^CP^O 

< £5cSieo SoSS ”®^^ SOKC jSaOooJ'i© - ^ - 

ac&ax®s soo« s®a^cs°285 a©?,’ -(a«s) 

(©a®^ aol^SSweo - lSo^too, a)tJ 88/89- 1980 So0®aa (Sa) 


a®a5SO®^o^ ^aasjoOSipao ©too acr»cd 
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(3a°;PoSo 8* gagee>d$i3 g^S e,^ r '&P ©a^a. ^ cpa>35 

»^3e5^n»0: C°s5" *s. 3©38n®8 ‘g3 g8 8;>di>3 S^P^a^eaaxs’ ©3 J>tgo8 
JP£33X tl 55»Son® Soog^Po ©8535083 ©"5 ©83o 83 ‘$PK38 "3 4533 m’ ©3 
l«oao^ €P35 383o3«3S 353535333 8355 ;p$ 53 S’aoSoaa as^aoj apfc 
wQXots’h. ger^i?p3j ©3538oO 38J>oK3jg5 §*&)&> e.g^So s»g jpcpc&ct, 

©3y£P85£&>, ©a^aPtti^ ©3 3=85- 355fo85 6 o& 305 3©5^o3& ©8535© 

SS 3!s^3 e&o^P^&agolo S>65 ©35^03 (SP?5;pe5. &3j£ot3 ©3^ar*-£P85£© 

ae&oHa^, gage savage ©0553 a^o^ga 33580 3£&©a <5*35 
ifcoa. s^tSS -&* a3.d2oo «« a©a &a&. ~“ 




"aaa&ajep^Cb^eo 353r*8o (I.*. 1473- 1553 3 o$£ 5 »©o^ 38© 
a®sa 33\33^. qif a <5© ©a^apo^eo^e ajS’g spe^ ©cooa ©^.©a^? 
Jg83§ ©8o35©35^ 38335^ ©l3 c)3£b 3So(ik> £»o&;p8j. jj 835 3a°^o 

3j»i. ^832 'Saar'iT ^©^a^PCPiTj', ^ jpar»<3>«s hcgotf ^a^po -1 ^, 

'&a D o&*><T°8£, gs&fQ^g ■fas, geavfiif a^aoes#’ ©3 ©858005 ^o&'a. 83 

8o(A MB (3s*8o s$8&5 gPJP 'Soglo^Cb© &>8 sVi’g 3ol83 a_ S’3y3 
ST’ 8 y:p& 5 . ©o«i S»Sjocp IStP?^ 333 Aop© 5 , ^on »8 3ofcgaso, 3(gJP8350 
£38, tf)on»8 3^8*88355, iCPS'Cc* S»SJ»^©3, £© S>3 *88855, 3o38^3 8K8, 

^3wS»CP©3, wo(8‘&3'>o 8355 (©K3&8), ac38 3*830*355 (38 ©©#< 50 ) ©3a 
tfOo-uP&o. A ® 


8«3i)3 O 08 Jr®3^ sS&So'lj S^aosPCb er» 3 o ©c &3 gotxoaoSPSS 
3iP>&3 8 CP©«p 62 38j3ai>3a, 3»o 8 cr»© sp 82 '3p>g^05>33 3835CPJ 

aa sa^to&s^oa. ^ 3og‘tj?^8^ , >^aj§ -&«<&3 shapes, apeospg^s, 
533^0, Ic®ofo(3ib, 353^3355^80, cpcKoos^&j, ii^ascSSPepeS©, §Ptoo«PSa©, 
0(8K50to3©, 3©^)8o, KoS ©3P^8o ©3 |P 3 p ©5 3358 ^oO*>& 5 . ©3538 
CPcSseu 8320^3 2 y°o<£, 3o«oS*o |rP3Pe3P d^aaSo’^tto. © 3 i^ 8 cpdS 5 © 
oa^aaoipao ©c&>3^3 ^ja> aa^oa 3^08 spgojoS* ^»jyes5©& ©p^tao 
33ip>&5. ©3 j^8cpcK5© cp£s^© 3 s*©off* aEsc&aMeo^a ae^ea^ajS 
&r»a« -8«di>3 §*a^ $P>3ji©5 3358^o0 1j 3o. 35*^ £§6^38«eo ^Sco30-cp6s. 
3o 4(^3©35 cr»fl"8Si© St>a {^QiiOvPas. ©c®^5^ &8o€T® e^S^SPCPcSSjcja^aja 
(3«^ ^cxx.O'Cpaj! ra^ cpft^go© Jba aoleaeo 32^.3 [sp< 3 i) 3 n»a'& 8 j 
©a^axpw 835^<3 Sj^ ©a 6 oa. 3 o ^3 JSSOCPSO ^l.y. 1540 3 aod " 33^3 
38CP0&©8*, >on^(tt5* 35 ( 3 S^ 8 on» 3dOoa. 

03 O&Ost^P&^ec 

^s>a 08 > 35 © , cp 8 >^© ~aa 5 *&j ^ 3 os 8853 x 7 “-o° 8 cig©gb ©a^ap-cpSii^© 

383 ^23^33*0 >o3 «3)^o g©fioa. ^<3i>3 (l.s. 1493 - 1553 

3&3) aooa^aa -8«d5o3 iT°a^ acp^o3o2So, ‘©^ tp^ ga 
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t 3(SS6 ’ ©£> e&>ao aSj»o3asP&». -»«S5ba Sr>s» cpc Solaaeo e-SoCP&o. 
©^«!P*t>aoaSo ST>CP)8 j. Saotoff* ‘aolsa e^ejau’ ©3 (KoflSo (SPPSo. 

fi{Sja®€T*S Jf*3o<SO»e^®jito gePj|t?»*a^sp&I ©ago ‘^ddSoo’ 
©a»d5oo£f* »fio EWSo 3<Ptto. 0(SSX"S>o®^ -0(0° J^g^aoiPtto, 
2.^5 spsoff* soja&p iss^sojp&j s*s^ 2. oScn5 5® & n*ao ■aaoaot^^.So 
(Ti»ar»^ epao 3-r>ao. *“ 

v^z^spS Soon^iSo^a Series 3og^S^o*©d!PS£ s§Sjp{So ^coooO ^§*a 

O^Q*^ ^!S©J^ iScoioOoS Oa ©aoSoo»CPCb£& (fi.G.cS. SoS§)too rv 
- 144 Ho. ■r>S>ao. 22.3.1540 ^®t3&) $aao aa «r>®7P^a ©a^apcp&>£© 
J?*J^S®<S^<8gj«) (Sfi^ d-P&o, ©©<&> ^a^SJSo S*5g>CPaS 

SJ&2.J5)© ©a^appc^, "aa fi0ja5o»vP&go 3(KS%» s^oepao. soso €r*ai 

0^oa^'3 sod^.^ ©a&dv&s^ ©&>&>«>ai cspj^aoa^ aa (aa a&aoepcp 
& S<°) a(K3»3> ®o&. ■a»«5i&pj6o a»ton»3 sodij^a ®6d «r®ao«o too 
©a^aparogxoo aa aa^> 3<s^ Uog'to^cooai ap^a>a^ a^a»o ®o&. 

«c5 SCo&£r &ox*d* <5 o$So boO © ^oPocSoo^S «5og-£og f(So£> aiSSoSS* 

ap^aoa^ "aa ©Obaoep-cpgo^o a^a»o &a&. 

o®^t°g §ou>o£3o spa cSajpcys a^eo, «»a<>»©o goa o&>a©o an 
a®e» ^ftpsps 2oop^3o€r«a ^zSshk&o^ 3t3i $(aaeoaod ®a^cco. a ~ 

"SO ©&'£oX«POo5» 

^a&o «o$axpd’ «t ‘softa aa^acpja&a’a a>©oa«dasr»»o. 

^aa 'iaa§ , ik>& 3aape ‘aogtps^ao -aa ©So^o«*a®ei5o»o t®d3 t^ao 

spoco 3-S*paa 3>\eso. -»« "aa ©a>"£oK«*paoao i|.«. 1546 sr»ef-& 
aao^ cp>© oaaoo g;&aoaooa. 0 

w 

oa <HSi$oXV3*0>tii 

siaao ©^aoJ?^ gepgcjaos, aeaoc&pfi a©®ao, atpaaocssoo, ©a^speps^ 

aa^a ©3 (Ao®<>«» ptajp&j. a^aad* ao. 5*»s» -Sccck; a^soe» spc^ 
ASAa^oo. ajaao aoaa^cpal 620 acaC a&apaoa® g»oestt3 ^oepa 
aa&oda 3oa«pao, aoosso ©3 -3oao par»©ao o»ao ©a^aocSx, 
to ttfoSKPcmsge as^aspespo^, aa -aa ao£ ©aooa s&oiu£, 
"^§2l e>co> ^ ©Co"3oA#a^ 9 a© © 000 a ©goao&ao^ ©^ spa aojo^spao^© jp^ 
s^ao ae^ogcp^e» tsa^ooo bo^too ^ao. #« spa© |4.«. 1546*^ 

esOAoa. in>aao ■Sasoadoa. 

^BSioospoo aa'S© aetfoo paos^tJ ^aa» ^aa aogoap&> aa>&> 
Sse^ao^ewn* 60^000 ^aoO aa^g'a^Co. sa.c£pa! s^g 
c^dSoudoa. 
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S® «St3 des75ofi&7*$s&s 


aPe> J^Sofi'’ iOiSo KfiSSoo SSuajSsoO. t^aS s»d£&£> 6odo 
aa «oas»ar»Ko 3e»soso 3>&>. ga&s oac&sKe (S*ras st3®lsa»<3£>e> 
5g (1.3. 1544, 1545<£ «§o§ ana 6ofi ^©s® fc©ag\,a ©(«a«a*e>sb 
Spoaso* 3e»asoa. (1.3. 15595® S®i5t3 aeb'SoKe^as&s (gas tsep5*a) 
& ofi asjp'tfWKi 3p>a§ paj cr»3as©ja»so " 

©eslSoffes^ 

‘33 ■B&SoG'-JT'Q^v S^SoSo. sjiS&s Soa^iSo5®a ©SsOss»spca-) 
3Ss?b5®§ sosoo-cpfis. spss©on»as -r»s>c~pa3 st*© (S*5®og ©3 3aj?t>spc»c 
(s^-roiSo. 2o2o^oja s°s^(Ss ,> 3S3 ^cpaa’ ©75 sos^s (p'^so. 
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1*P dotMoaaiS^aso zpysbowt %oix>o8>. §ai?b aolea qg-oo^a 
*V 36 a l? 0&s ao T° e^ar^ (3*3 ao^o-A 4oOt^ -g* ^ S a& 
5*3-00 a* ^ogo. 5»n» 3&?b aoloa q&o© (1*. 1525 ,>ogo^ 
5«oaa<£o0a f5T»0oaa-a>j. ©a i ar\T'>c^e> ao4eae» jl.*. I535spt31 ir>©» 
oaocas.® Soda s-c^ono aolca qg^ 9e . 30s-® a& 0 s 0 «3a 

*& «T»^ Oocs-a^ cpatS&o &o 3^oaa ils. 1537 gots a»o3 
esSA «g)o*jooaa ©a^acoy 

(Ko$S |3'fi;dSr'o« 1 »«» 

1. q0 <Saa>o^g t«$es> Kr-eys 0oOo. aolea e^no, aooxooo 
S-ogo 2 ^ 0<ss - ^ ^^asr-®;. SO a 0 (Sa-c35oo &a jss5#2aa» 

2. S'© ao$o TSogt^o^a kj-6j aoleao 3&a sog^« ^ lea®. 

3. 3oS* 30p -axae» a^oS* 33^0 a»s» epg£p>g ©a^ar-cpe^® aol 
jga© 0%. aoaxr-s* ao^o ©a^aj-^p&goa^ aoga®» a^aja~oo7?> 

3^oO. Scr^eoR* 30^0 qg^ qg^ej <^3o ©3=^283* 3^o0. 30U-S* 
SO^o ^arsj^ia 3o3 W i5o^ 3olo a qg^oo p^U-a^. 3^0. 
303«&, aatj-iSj 3C3^e» [AoOgg « O( 0 IbO «&jfacw!bg€» JSoS^tf 
Solo q^ejoa^ jp^aoaoo, aa s&ao^^eo ajwbff* aoioa 
q^cso 33^c»al 3r>3jS*30o 3>ox. 

4. agaa^s* ao^o oe5ifoa oHa^^oe* aoo, »oA« eo^ggosr 8 0 UO oo, 
aofta 30(02, aoAa oj-c-asd, aoAa ajcs-soo 

33 ^ 00 - 3 ^ a^^os. aoO-as^a, qca, qea .ax-gts* aepe^ (gaoon- 
OAOOjI^, ts^aadOo, 3o(3o»cJ£i 36^3o ©^ s^a ©3^2«J Sa^udoO. 

XXV 



^$3 rb&&x>$oTP&>& ^a^ssu*^ 

Ky® 0 } Ip&SJ) 3 «^o 6 . '$83 3o£* ^o0d°di) SSO^^oS® &r®d}SS 

533 3 oP£^ 3eQ&o§*3*J»£>I «fe3363>oe5$ 3c^o5. 

5 . $e 3 sr*«», 353 gsj* cssr^acp^ 0&orc> ses asjaso, <so« 

&>tfo 0S*5o 3 oA#o£* £pcp© 533 &)&o «s>3oo, #« ^&ooO°e*> 

»otoofi>* SP& S>« CP<&^egoi3 33oo A5P^o». 

6. ^53 55^ SS&^o^f 6 eScy 3 ^)! &otx>0o-u)3 £)<35o&>o, o}53 

SS6co^ 33jg, #&>5, 0ex>tt>, ePfeo, 7T& $P3.<fi£ ftllyZo ttPdj 32ppo 
esdnoft. 

7. &5o 2$£tf"»&o %55o 0o& ^^cSSPo^ofl® ^aPolte&od. (a)^^SS^o, (b) 

3e>o#33o, (c) 3r*536o. 36 g53 5^5® &o 6 . 

8. 3j#3£5o €>■$& C3°$, &&>, S2cSb, e?gJ6o5o^CPo§^ &o3 
3aT|&o 3a°£e2$55b fie SPfioCT 6 33^&Ao&. 

9. 3co3^ fpeoFf® 256^0 3oo& cS3r°i3 XoJ^Ei* £>&£p 35&a Ko SPfiol) 6 £>&o$ 

25CP^ ? 1 pCj 32>^4oo d»o3. c£b$ [o^SStso, fo&>e&o 3db3oo, cS^&PP 
^CPeotfo GP#o, CP&>^ec>, &o£> $$P SCPeo, 3^U£&>3, \&&* 

*$bg, &jjSP&>5, £>S 3 P*&>g, &CPCQ ^o^^o2>2oA3 • €>g0& 3£$o, 3&&r*£>S, 

%6#£p& 3£$o, SSx^S Sa$s°e&, 5&>^eo, es&^olJ&ico, £)e>€o, 

oPS°^€D, 3o'£S&P3o Bcpco ^N^oSe:&3 • S^CPooP £ot* 

SCPOP 3B\£3A3. e53oid53&o £)36o3to&o6. 

oj ft— CP L 

10. <&P«3 SPcolb (3Sr»g a&i Scyceo •CSr»tS 3 C 5 » 3 § «r°OKo$§ 'lo^cxaoSead'S. 

ft— a— V C9 ft— 

11. i^'aa^&w, £°(5®-as 8?-»a., sps^to «3 spsjposo csst'|j«& ssjo-o 
dip® s^ases* Ko so^££ sso&os^aa. 

12. «tfS, ®CT5 t-StS* SC3»^ «0°^s Solos SOj-aoSejSoa. 

13. esOii '3o^ &>o£ wOlS w&> SOS) 6o3 Sn»^£ SPg^o, £&>£), OoO 

Sr*Sj 50o, c&o^o SOo, ST? 0«e» aSSoSa&S. 

14. eSft^S* SiS^o ^ 6 ^oOSDCP^o €>53 

*3^S6o 0 ^ 3S^£5&o&. €>53 ^ 6 ^ 0 ^ e>D 

^s^QoS^oS 6 3^£d&o 5. 3S^<Sr®^ S3^o6^ £)&& 55^5 -^e?5>Ao^^Ao6. 

15. 33^ 256^0ff 6 $#&>e> SoCPo^o €>SSS5°0o32-o ^)o3o 

aeSAo&. 


xxvi 






e&'S ■&-« (Ko$$o &olt$£o 0^dSJ^o#o7?> 

siS^to o^ssp^oa. °~ "* 

2. Sojiog &oft€P£)§ IsSeo SSoT’o^o^PePotto K&>g cp£§ 
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10. £o$So ‘<3 m?©’Si $«S^on» ‘oS>©d»*o’ 5®Sc3»a^ ‘Sj^ous^a. (‘^>2.©’ 
»i$a S^©* (Sejoao^ «9oi#a®^ao 3*oaii&oa). 

11. aoj-»5* aa^ofi^a ‘aj«a8oe»’ e&ya asca^a vg'&rs^ ^os» 
s*8oaa©a &oa. 

12. ■&* (Koao^ ‘«r>3o’ «sl5 e5>Oo£*3 ‘ep>ascr>Ko’ ©S aa«o8o sr>au<£ 

at» gatD&idboa. *** 

o 

13 . «s>^ aao saaftj* so^epas* a®aso ax>& ^©na^a^jo 
gSoSiifcoa. SohiS apS^ad&o (aq*aon» ‘a^oVas 3J>^ w '3oo3 
2>t3a aa°^o5ij©5 §®oaoj ‘c5°ifc^rj’ ©otpoo ©a a«^a^a: 

‘ooes a$s aaspaF 8 A«ao«^a6da^ 
a3a ^ja^a^a^* o°«fc8«£a&d&>3ii’ (ao. ar». 5-2) 
aaoes, sp^r*^ao stup. 

«« (Ko^a^ aUaoaooff* aa^o, n»a «p#^o, p^sr^ao es3a 

Coa° ^dS^exia. ss}ofta^€r® acp^O^dSio, esoo 8cp$i* aaocs SP^SP^ao 

a^cr»©3 atf'®'3oa sa^fo ^ospa^ apafr 6 ^ e#o($«a a°s&>© 

§*ao 6*s&S |»p5>a saofo |Ko#o aao ©aocjoaon® qts&ga&o&. 

wo(a, wo($«a >ar»a^ >$&©& 2)3 ao«s aa.car*a^ ®oa&&>t^&> (ao°a 

«^on» aaaepas©? &r>S}o<£73. goas^f* a©o ^a t ; aa.c&pexj 6 
aoad&o ^aspo§ spcp a^dSsacp©^ 6 - a^o§ s ^aa^s aa.dip©3 spo* 
■3a>s»asooc° 3a^oo oaAoa. ^a,; aouoa^oa s^opoao aa©63 
(Sdaajo 3<ssj^d3o. -s« ^oao 6a<S7»«gao eaSjoajSootoooaa wsajjpjo. 

aspas, 9.8.89 a^s^aopo, 
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introduction 


SOUND 


fork is be^t Sth a i?? ^ Cause ^g^ation of sound. If a tuning 

ound is hlarf S ' T* y *“* ia * Creatk S Wave - like formations in air and 
sound is heard. Sound needs a medium to originate and travel. 

ECHO AND REVERBERATION 

to reflert^T' 1 ™ pression \ s said to last f<* .1/10 of a second. If a surface has 
of 1 I Oft fm !t? WaVBS c . ause an ecbo > it h as to be at a minimum distance 
to the wave I™ rr+K ^ on 6* Ito f t h e sound and also be equal in measurement 
WH ZZ m ° f ^ C S T d - Reverbera tion occurs in big halls and mansions. 
Sound gets augmented by reflection on the surface of the walls etc. as it also gets 
nxumshed by absorbents and loss through windows etc. It acquires a balanced 
state after its profit and loss work themselves out. After the original sound stops, 
some energy will still lie towards the walls of the hall and the ear of the listener. 
Because of this, the pulse of the vibration emits sound. This results in reverberation 
which is only a long echo. 


MEDIA 

Sound needs a medium to travel. It cannot be heard in vacuum. If we 
make a sound in a bottle wherein vacuum is created, the sound cannot be heard. 
Sound travels through gases, liquids and even solids as in air and earth. The velocity 
of sound changes according to the climatic conditions. It travels faster in damp 
air. 


SOUND: RANGE OF HUMAN EAR. 

The range of human ear is said to be between 30 to 38,000 vibrations 
per second. Sounds within the range of 30 to 4,000 vibrations per second are 
considered fit for musical notes. 

MUSICAL SOUNDS 


Musical sounds are different from the ordinary sounds which are harsh. 




While musical sounds are said to be within the frequency range of 30 to 4,000 
the upper limit gets much lowered in the case of vocal singing (gStra). 

Musical sounds differ from one another in (1) pitch (2)intensity and 
(3) timber. The pitch is what we call sruti and it differs according to the frequency 
of vibrations per second of the sounding body. Intensity depends on the amplitude 
of vibrations. Mild or strong plucking of a string on vlna causes difference in the 
amplitude of vibration and the note also differs accordingly. Timber is the 
distinguishing characteristic of a musical sound such as a vlna sound, violin sound 
and flute sound. It is dependent on the mode of vibration and the importance of 
the overtones are upper partial tones generated. 


RESONANCE (NADA) 

When a tuning-fork is sounded and pressed against a wooden table the 
latter’s particles are forced to vibrate with the frequency of the fork. These forced 
or induced vibrations create their own waves in the air. These waves strengthen 
the vibrations of the tuning fork and because of this the sound is heard louder 
upto some distance. When the frequency of the free vibrations and the frequency 
of the impressed periodic force are equal the induced frequency is called ‘resonant 
vibration . This is resonance or nSda in music. Again sympathetic vibrations also 
create resonant vibrations or resonance. Violin has a resonance box. 

‘INTERVALS’ and ‘BEATS’ 

Musical notes have certain frequencies. But while the pitch of a note is 
determined with a certain frequency in western music, it is the ratios of the 
frequencies that are important in Indian music. The differences between the pitches 
or srutis are called intervals or antaras’. When two musical notes of different 
frequencies are sounded simultaneously, the resulting wave lengths of the vibration 
being different, strengthen or oppose each other at certain points of time, when 
they hinder each other the beats’ are heard. When the first and the second reeds 
of a harmonium are pressed simultaneously the beat is clear. When the process 
is continued into the third, the fourth and the fifth, the speed of the beats appears 
to increase. When the fifth reed is included the speed of the beats appears to 
become sonorous to the ear. Speedy and orderly beats seem to give rise to a new 
note. The sonorousness of these beats appears only after the frequency of 33. 



WESTERN MUSIC : INDIAN MUSIC 


The Western music belongs to the harmonical system; it may be called 
‘svarasampradSya paddhati’; obviously it is the harmony of the musical notes that 
is important in this system. The musical notes are of two groups:* concords and 
discords. The first, the third and the fifth chords played together makes for 
concord. If the seventh chord is also added on to the concord (1-3-5-7) then it 
makes for discord. The concords are called common chords. If the third note of 
concords is of higher pitch it is called common chord of C major; if the third 
note is of lower pitch (kOmala ) it is called common chord of C minor. Similarly 
if the seventh note of the Discord is of lower pitch (komala) it is called the ‘chord 
of the dominant seventh’. Harmonical Major scale, Harmonical Minor scale and 
Melodical Minor scale are the three scales used in this system. These are said to 
be similar to DhiTa SankarSbharana, Klrav&ni and GauifmanOhari melakartas of 
kamatic music. 

Indian music has ‘r3ga sampradSya Paddhati’. One of the definitions of 
‘Sangfta’ says rSga, svara and tala constitute sangtta (rSgassvarasca tSlascatribhissa- 
ngttamucyate’). While the svaras and tUla' are there it is the raga that is more 
important in this system. Singing of certain svaras of ascending and descending 
order with gamaka is called raga. A certain pleasant quivering of the svaras is called 
gamaka and these are the raison d’etre of this system. 

Indian Music is said to have originated from the Vedas, beginning with 
the Udatta, anudatta and svarita of Rg- vlda. By the time of SSma Veda, seven 
musical notes krs{a, prathama, dvitlya, tftlya, caturthynandra and atisvarya were 
recognised in the descending order. These correspond to the present day 
ma-ga-ri-sa-ni-da-pa. Discovery of the origination of svaras in the ascending order 
and its rakti led to the recasting of the svaras as sa-ri-ga-ma-pa-da-ni. These are 
called sadja gr3ma (the group of notes beginning with Sadja svara *sa’). The svaras 
ma-ga-ri-sa-ni-da-pa in the descending order (of SSma Veda) are called Madhyama 
grama (the group of svaras beginning with madhyama svara or ‘ma’). 

Twenty two srutis (pitches) are recognised in Indian Music and the 
distribution of the sapta svaras on the srutis and their antaras and frequencies in 
the three octaves are as follows: 



srutis 

4 

7 

9 

13 

17 

20 

22 

svaras 

sa 

ri 

ga 

ma 

pa 

da 

ni 

antaras 

4 

3 

2 

4 

4 

3 

2 

tSrasthSyi 

480 

512 

600 

640 

720 

768 

900 (higher) 

madhyasthayi 

240 

256 

300 

320 

360 

384 

450 (Middle) 

mandrasthayi 

120 

128 

150 

160 

180 

192 

225 (Lower) 


Vocal singing can operate between the frequencies of 160 in mandra sthSyi 
or lower octave and 720 of tara sthSyi or higher octave. Anumandra and atitSra 
sthayis are possible only, on musical instruments. Violin can be used between the 
frequencies 120 (mandra sadja) and 1800 (atitSra sadja)in four octaves fully. Vina 
can be used between the frequencies 90 (anumandra pancama) and 1800 (atitara 
sadja). Flute can be used between 120 (mandra sadja) and 720 (tara pancama) 

SRUTI 

Attunement of instruments to vocal singing is called ‘sruti’. There are two 
kinds of srutis namely pancama sruti and madhyama sruti. The first is suitable 
generally for men and those with proudha ‘sarlra. The second is suitable generally 
for women and those with lean voice. 


In a tambura there are four strings, the brass string nearest to the user 
and three other steel strings. The brass string tuned to mandra sadja(120) the 
next two steel strings to madhya sadja(240,240) and the farthest steel string to 
mandra pancama (180)- the combined effect of this tuning is called pancama’sruti. 
It can be represented as sa-sa- sa-pa. If the fourth steel string is tuned to mandra 
madhyama(160) keeping the previous three strings as described before, then we 
have madhyama ‘sruti which can be represented as sa-sa-sa-ma 

In a harmonium taking one reed in lower octave as sadja and taking its 
ascending pancama as well as its madhyasthSi sadja gives the pancama sruti. In 
effect, playing on the lst-8th-13th reeds makes for this ‘sruti’. The madhyama 
sruti on harmonium is obtained by playing on the reeds 1-6-13 simultaneously. 

HARMONICS AND VOWELS 

When a string is plucked, it vibrates in segments of 1,2,3,4,5,6, etc. The 
wavy part of the segment in vibration is called an antinode. The points where the 
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vibration is found at rest are called nodes. When a string is plucked the sound 
that is heard loud is called the fundamental (Sdhara sadjam). The vibrations that 
follow give out certain nice notes called upper partial tones or overtones. Since 
the pitch is dependent on the length of the vibrating segment, the upper partial 
tones are in 1:2:3:4:5:6 etc., ratios. If the frequency of the fundamental is 100,the 
frequencies of the overtones are 200,300,400,500,600,etc. This is in harmonic 
series of 100, 100 x 2, 100 x 3, 100 x 4, 100 x 5, 100 x 6. etc,. So, musical 
notes are complex sounds with harmonics. The richest in harmonics are said to 
be the sounds of human voice and of strings. 

AitargySranyaka calls the larynx in the throat of human beings, a ‘daivi 
vlna’. The vocal chords of men are said to be some 18 mm. long and those of 
women some 12 mm. long. The wavelength of men’s voice is said to be any where 
between 8’-12’and that of women’s voice, any where between 2’-4’ However the 
notable fact is that the larynx of humans gives out sounds with harmonic overtones 
which is specially suitable for vocal music. 

When a person hums a tune la,la,la or na, na, na,it is not the consonantal 
sound that is important but the vowel sound. It was Helmholtz who stated that 
the vowels in a language of humans are complex sounds with multiple harmonic 
notes. It is the vibration of the vocal chords that makes the vowel sounds possible. 
The mouth acts as a resonant chamber. So it is the vowel sounds that are more 
important for music. Just as the musical notes are called ‘svara-s’ in Indian music 
the vowels are also called ‘svaras’ in Sanskrt, Telugu and Kannada. They are also 
called pranas. No doubt vowels-are the pranas in music also. 

A LANGUAGE FOR MUSIC -TELUGU 

If music needs the vowels for a mere crooning of a tune, a song needs 
a text to sing and give a meaningful content to it. While the music with its notes 
is called ‘dhatu’ the meaningful text of a song is called matu (libretto). It is the 
matu which converts the emotional content of the mood into an intelligible and 
meaningful affect. For this purpose a language is necessary for music. In South 
India it is Telugu that continues to perform this function. Telugu poets Srlnatha 
and KnsnadgvarSya have called it the best among the indegenous languages 
(dgsabhasalandu telugu lessa). Among the Sanskrt poets Bhartrmentha has praised 
the euphonic swetness of Telugu by describing the words of speech raining 
sweetness as ornaments to the Telugu young women: ‘vScOmadhurya varsinyo- 
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.mandanany gndhrayOsitflm*. RajasEkhara speaks of the sweet evocative nature 

of Telugu when he talks of uninterrupted rasOllSsita caused by abhinaya bom out 
of speech, sattvaguna and graceful movements of limbs: 

‘vSksattvanga samudbhavai-r-abhinayair nityam rasOllSsitah’. 

Appaya Dlksita vocally exults in praising the good fortune of one being 
bom an Andhra, with AndhrabhSsa as one’s own mother tongue, assiduously 
learning the prabfi2karamatam (the prabhakara school,also called gurumata) in 
purvamlmainsa, birth in a family following yajurveda as being the fruit of great 
penance: 


‘Sndhratvam Sndhrabhasa ca, prabhakara parisramah! 
tatrSpi yajusT sSkha, nSlpasya tapasah phalam’ 

Hamsa SandEsa kSvya has a commendatory reference to Telugu. 
Europeans have called it the Italian of the East. 

Dr. Carey in his Telinga Grammar (1812-AD) says: “Among these five 
languages (Telinga, Kamatic, Tamil, Malayalam and Singalese) the Telinga appears 
to be the most polished and though confessedly a difficult language it must be 
numbered with those which are the most worthy of cultivation, its variety of 
inflection being such as to give it a capacity of expressing ideas with a high degree 
of felicity, justness and elegance”. 

Dr. Cambell in the dedication of his Teloogoo Grammar (1816) says 
that his elementary work elucidates the principles of one of the most ancient and 
elegant languages of India and helps the civil and military servants on the coast 
in getting a more extended knowledge of the language of Telingana and an 
improved acquaintance with the character and customs of the fine race of men 
who inhabit that country. On Page XIII of Introduction he wrote: “The works still 
extant, however, are sufficiently numerous and various to evince the great degree 
of refinement to which the Teloogoo has attained. Few languages will be found 
more copious, more nervous or more regular in constructions and it may boast, 
in a peculiar manner, of great elegance of expression and melody of sound” (italics 
mine) Dr. Caldwell, in his monumental work“Comparative Grammar of Dravidian 
Languages”(page 25) says: “Telugu: In respect of antiquity of culture and 
glossorial copiousness Telugu is generally considered as ranking next to Tamil in 
the list of Dravidian idioms whilst in point of euphonic sweetness it justly claims 
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to occupy the first place....” Sinmilarly on Page 27 he praised the exceedingly 
mellifluous character of the Telugu Language In modern times the 

Tamil poet Bharatiyar has called it ‘sundara telungu’. Prof JBS. Haldane’s love 
of Telugu is well known. The reason for its sweetness and its special suitability 
to music is that it is a vowel-ending languaage. It means that most of the words 
in Telugu end with a vowel and consonantal endings are practically nil. The 
preponderence of end-vowels pertains to u, a and i. while the vowel ending nature 
of Telugu is the primary cause of its suitability for music there are other equally 
good reasons for the same. Telugu has yati and prSsam in its prosody which 
contributes to assonance of sounds, pleasurable to the ear. Yati is, as is well known, 
the occurance of an assonant sound at the prescribed spot. The assonance pertains 
both to the vowel and consonant of the letter. PrSsam is the repetition of the 
consonantal sound as the second letter of each line. The ‘sabdSlamkSras like ch£ka, 
mukta pada grasta, vrttyanuprSsa lend a helping hand to the language to make it 
more musical. The chSkSnuprSsa works like svarSlamkSra called ‘urmi’ in music 
(sa,ma,sa,ma,ri,pa,ri,pa) Muktapadagrasta works like ‘SksSpamu’ (sa ri ga, ri ga 
ma, ga ma pa). VrttyanuprSsa works like skhalitamu (sagari, mamarigasa, rimaga, 
papamagari, etc) IkSksaravrtti works like gSndhSravrtti. In Telugu grammar vowel 
harmony or vocalic assimilation is at its best and makes for easiness in utterance 
and fitness for music. Similar is the effect of consonantal assimilation: agni-aggi; 
bhakti-batti. svSsa vyanjanas become easy and change to nSda sounds contributing 
to easy pronunciation. Similarly nSdas become (tiga-tiva, pagalu-pavalu, mSmidi- 
mSvidi) nSdataras and they in turn become nadatamas giving the language a certain 
tenderness. It’s euphony (adagu- anagu; pudaka- punaka) as also partial- varnasa- 
mtlcarana (nindu + vera: nivvera; nera+ manamu: nemmanamu) as well as 
‘gasadadava-Sd£sa’ make for a special felicity of utterance. It is such features that 
have made Telugu specially suitable for music. 

CONTRIBUTION OF TELUGUS TO MUSIC AND DANCE 

Dance and music have played a great role in the Telugu country from 
the earliest times. In dance were two streams: nattuvam5las and natya m£las. 
Nattuvamelas led to aradhana nrtyas in temples through the d£vad3si system and 
court dance through the rajanartaki system. N3tyam£las led to the bhagavata 
samprad3ya of the bh3gavatam£las with puranic stories. 

While music and dance flourished in royal courts during the times of 
SatavShana-s and Iksvakus-temples lent the support during the Calukyan and C6la 
periods. 
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Celiavva (848-892 A.D.) CamakSmba (945-970 A.D.) PrOlama and 
AkkasSni (c. 1250 A.D.) LakumaDevi(1386-1402A.D.) MScaldgvi (c.1437 A.D.) 
RanjakamKupp3yi( 1509-1530 A.D.) and Muddu KuppSyi (c. 1531 A.D.) are some 
of the celebrated dancers of old mentioned in inscriptions. Eru nattuva, Narasimha 
mandalika , Nattuva SOmayya and Nattuva PrOla (1250 A.D) are some of the 
nattuvanars mentioned in an inscription. Bharatam Vlraraghavayya is yet another 
who flourished before 1560 A.D. 

Among writings on dance and music in Sanskrt the earliest to be 
mentioned is NandikSsvara’s Abhinayadarapana. Nandikesvara is mentioned by 
Matanga. The work is assigned to the 3rd century A.D. and all the five manuscripts 
discovered were in Telugu script. This is one of the 16 schools of BharatanStya 
and is generally followed in Andhra. JSya Senapati (1213-1255) is the author of 
Nrttaratn3vali and GTtaratnSvali though the latter is not extant. Sarvajtfa Singabhupa- 
la (c. 1300 A.D.) is the celebrated commentator on Sanglta Ratnakara of 
§arqgad£va, (1210-1247 A.D) in Sanskrt. Singabhupala’s commentary goes by the 
name ‘Sudhakara’. Kumaragiri Reddy (1386-1402 A.D) is the author of Vasantara- 
jlyam (not extant) mentioned by Kfitayavema. Pedakomati V6ma _Reddy (1402 
-1420 A.D.) is the author of not only Sahitya Cintamani but also Sanglta Cintamani. 
The two manuscript copies of Sanglta Cintamani are said to be available at 
Trivandram palace library. Kallinatha’s commentary on Sanglta Ratnakara is well 
known. He was an asthana vidvan of Immadi Devar3ya (1440-1465 A.D.). Bandaru 
Vitthala is the author of a Telugu commentary (un published) on Sanglta Ratnakara. 
He is credited to have been the recipient of a gift of 3,000 tolas of gold from 
Abdul Giyazuddin Sultan of Gujarat. Bhandaru LaksmanTrayaina, son of Viyyhala, 
was in the court of Srikrsna Dgvafaya and is the author of Sangftai SuryOdayamu 
.It is also called ‘Laksmanabharatamu’. Cerukuri Lakmldhara (16c) is the author 
of ‘Bharata ‘Sastramu’^wherein both dance and music are dealt with. Also,he wrote 
a commentary called ‘Srutiranjani’ on Gita GOvindamu. Ramamatya of KSndavldu 
who flourished during the time of Aliya Ramar3ya is the author of Svaram£lakal5ni- 
dhi. It was he who gave for the first time m£la-janyar2ga classification. The present 
day vTfia was his gift to the kamatic music. Another famous author in music during 
the period was SSmaftatha (of East Godavari district) who wrote the well known 
work ‘R3ga VibOdha’. It supports Svaram5lakal2nidhi. It introduced the constru¬ 
ction of m£lakartas with arOhaija svaras in South Indian Music. The seventy two 
mglakartas suggest themselves on perusal of this book. The present day tradition 
of vlna playing is said to have been introduced by him. RaghunStha bhupala’s 
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‘Sangita Sudha’ is too well known to need a mention. Among the Telugu works 
DamarSju SQmayya’s (1560 A.D) ‘Bharatam’, POluri Govinda Kavi’s (17c) 
RSga-tala- cintSmani and Taladasa prana pradipika, Lingamagunta Matrbhutakavi 
(17c) ‘Abhinaya Darpanamu’ L£p3ksi V5nkatan3rayana Kavi’s (1900 A.D) Natya 
Pradlpanamu, Matukumalli Narasimhakavi’s(19c) Sangltas3ra Sangrahamu and 
Bharata Sastra Sarvasvamu, Cillakuri Divakara Kavi's (after 17c). Bharatasara 
sangrahamu are the important works. Govindacary, author of Sangraha Cudamani 
is thought to be an Andhra. As Venkatamakhi’s m£lakarta-s are incomplete some 
of his melas have become janya ragas in Sangita Sara Sangraha and Sangraha* 
Cudamani. 

Among the composers Annam5c3rya, Kancerla GOpanna called Bhadraca- 
la Ramadasa, KsStrayya, Tyagraja, Peddidasa and Sarangapani are well known. 

In Telugu literature, many of the ancient poets were either adepts at or 
at least conversant with music. RamarajabhOsana, the author of Vasucaritra is a 
well known adept in music. His work incorporates some of his decisions regarding 
the controversies pertaining to ragas HindOla, Vasanta, KOlahala, Nata } Saranga, 
Kamboji etc. Dr. B.V. S3rada, has done her Doctoral work on the knowledge of 
music of the ancient Telugu classical poets with the title “Praclna Andhra 
Mahakavula Sangita Pratipatti” in Telugu. The author is a trained musician and 
the work is printed. 
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SRI VENKATESWARA 


Today Lord Venkateswara of Tirumala-Tirupati is known and worshipped 
not merely throughout the length and breadth of the Indian Subcontinent but beyond 
its borders also. The Lord has been and continues to be configurated by different 
people in different ways. Some contemplate him as Siva, others as ‘Sakti, yet others 
as Bhairava, certain others as Jina and some others as Skanda. (AnnamScarya has 
sung about this in one of his AdhyStma Sanklrtanas). It was Sri Ramanuja who 
declared this Deity Visnu in the 11th Century. He is said to have kept Tirumalana- 
mbi who had taught him Ram3yana, two disciples and 24 ekangi-s in charge of 
the temple. 


Vyasaraya is said to have brought back Vaikh3nasas to the temple after 
a long break. Tirumala-Tirupati is the centre for worship according to Vaikhanasa- 
gama. It is the example for other Visnu temples in Andhra, Karnataka and Tamil 
Nadu which follow Vaikhanas3gama. 


In the 14th century Desika and his disciples, Manavalamahamuni and his 
disciples, visited and worshipped at Tirumala. Sathakopayati, the founder of 
AhObala Mutt and Annamacarya brought the temple into lime light during the 15th 
century. The 16th century brought the patronage of Sri Krisnadevaraya to the 
temple and he visited and worshipped at Tirumala seven times between 1512 A.D 
and 1523 A.D. On his first visit he presented to the Lord a crown of navaratnas, 
25 silver plates and a gold vessel for drinking milk. Many ornaments were given 
to SrT D£vi and Bhu Devi on the second visit. The third visit made him donate 
5 villages to the Lord. On his fourth visit kanakabhiseka was performed to the 
Lord with 25 thousand varahas and Tallapaka village was donated while CinnSdgvi 
(the younger queen) donated a village and a necklace. The king himself presented 
a makaraterana called navaratnaprabhavali. The fifth visit marked the gifting of 
25,000 varahas for gold plating the Anandanilaya Vimana, another 1000 varahas 
for pulikappu and 500 varahas for udayanaivgdya apart from gifting of a necklace 
and padakam. On his sixth visit some lands were donated. The 7th visit was marked 
by the gif ting of a pltambara embedded with navartnas as also two vinjamaras 
studded with navaratnas, a padakam and 10,000 varahas. Acyutaraya and SadSsi- 
var3ya also worshipped the Lord with devotion. From the 16th century onwards 
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the fame of the temple spread throughout India. This temple is said to enjoy the 
second largest annual income in the world. 


THE TALLAPAKA POETS 

TallapSka is a village in the Rajampet Taluk of Cuddapah district, Andhra 
Pradesh. In olden days this area was called PottapinSdu. There was a smSrta niyOgi 
brahmin family belonging to the Nandavarlka sect there. (They are called so 
because of the fact that they worship Caudgsvari(Camundgsvari) of Nandavaram, 
a big village situated between Banganapalli and PSnyam in Kumool district as their 
tutelary Deity). Nadavarikas are Rg v£dins and follow AsvSlayanasutra. NSrSyana, 
Vitthala, NSrSyana, were the forefathers of NSrSyana Suri. He married one 
LakkSmba. To this couple was born Annamayya, who became a great devotee 
of Sri V£nkat£svara and great Sanklrtanakara in Telugu. He had two wives namely 
Tirumalamma and Akkalamba. He had a son by name Narasayya by Tirumalamma. 
He is considered to be identical with Sankusala Nrsimha Kavi, the author of 
KavikarnarasSyana. AkkalSmba gave birth to Peda Tirumalacarya, Narasamma and 
Tirumalamma. This Peda TirumalScSrya had five sons namely Cina TirumalScSrya, 
Annaya, Peda TiruvgngaJanStha, Cina TiruvgngalanStha and K6n£ti Tiruvgngalana- 
tha. Cina Tirumalacarya married one Peda Mangamma and had a son by name 
TiruvSngalappa. A brief outline about each is given below along with the geneologi- 
cal table. 


ANNAMACARYA 

AnnamacSrya flourished between 1424 A.D- 1503 A.D. ( KrOdhi samva- 
tsara, VaisSkhamSsa, visSkhS naksatra to Dundubhi samvatsara phSlguijamSsa, 
bahula dvadasi) He has many similarities with the Tamil saint, NammlSIvar. Both 
were born in Vaisakhamasa, under VisakhanakSatra. While Nammlilvar started 
composing his Divyaprabandha (Tiruvaymozhi) in his 16th year .Annamayya also 
had the darsan of the Lord in his 16th year and started composition of his 
sanklrtans. Both sang about Lord VenkatSswara and the deities of other Vaisnavite 
temples. The pious believe that NammSlvar was an amsa of Kaustubhamani. 
Similarly it is believed that AnnamacSrya was an amSa of Nandaka of Visnu.Just 
as Perialvar became the father-in-law of SrT RanganStha, AnnamacSrya became 
the father-in-law to V 6nkat6s vara of Timm ala as it is he who started the 
kalySnOtsava for the Deity. Also it was Annamayya who started the SukravSra 
Abhis&ka for the Lord. 
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He is said to have composed some 32,000 (thirty two thousand sa¬ 
nkirtans) at the rate of not less than one a day. He is said to have established 
the sanklrtanabhandSra in the temple precincts. These sankirtans were got written 
on copper plates by his son Peda TirumalacSrya. As AnnamScSrya was a disciple 
of Adivan SathakOpayati of Ahbbila, some copper plates are said to have gone 
there; some are thought to have gone to Tanjore. However, all the sankirtans are 
not available now. Peda TirumalacSrya and his son Cina TirumalacSrya also have 
been composers of Sankirtans. Today some 14,523 sankirtans of Tallapakam poets 
are available. 

Apart from the sankirtans, AnnamScarya is the author of V£nkatacalama- 
hatmya in Sanskrt, a RSmSyana in dvipada metre in Telugu and twelve other 
‘satakas. Among these VenkatacalamShatmya and VSnkatSswara Sataka are availa¬ 
ble! The rest are not extant. He is said to have written Sankirtana Laksanam in 
Sankrt but it is not extant. 

He is known as padakavitSpitSmaha , sankutanacSrya and Hariklrtanaca- 
rya. He is the founder of sankirtana literature, paving the way to Purandara Dasa 
in Kannada and V6nkatamakhi in prakrt . Purandara Dasa, as an younger 
contemporary, met AnnamScarya in his ripe old age at Tirupati. He even imitated 
Annamacarya’s compositions .His composition in Malaviraga ‘saranu saranu sur£- 
ndra vandita, Saranu srlpati sevita’ is on the same lines as Annamayya’s composi¬ 
tion in Malaviraga ‘Saranu Saranu sur£ndra sannuta, Saranu Srlsati vallabha’. 

During his life time Annam3carya was patronised by Salva Narasingaraya, 
a dandanfltha stationed at Tangutur in Pottapinadu, who became the king of 
Vijayanagar later on for a brief period between 1487-1490 A.D. This Narasingara- 
ya wrote a work Ramabhyudaya in Sanskrt. Saluvabhyudaya, another work in 
Sanskrt deals with his life. Annamacarya was much honoured by Narasingaraya, 
yet refusing to sing about him, he fell out with him, was fettered by the king but 
he made them fall down by a song to V6nkat£swara. The King repented his 
foolishness and made amends. This Narasingaraya was a great devotee of 
VSnkatfiswara and caused the construction of sflpanhs .mandapas and prakaras at 
a great cost, besides instituting many utsavas,naiv£dyas and abharanas to the Lord. 
There are some 14 inscriptions to this effect. He was a disciple of Kandala 
Ramanuja Jiyyangar of Tirumala. PUlalamarri Pina V&ana has dedicated his Jaimini 
Bharata to him. He praised him as ‘Sri Venkatadrinatha daya vardhita rajya’. 
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Since the author of the source book in Sanskrt for the Telugu Sanklrtana 
Laksanamu on hand happens to be Annam3cSrya and since the latter is praised 
as ‘padakavila pitamaha’ by the author of the Telugu ‘Sanklrtana Laksanamu and 
since the Sankirtans of AnnamacSrya happen to be the most important lot by way 
of quantity and quality among those composed by the TallapSkam poets, it looks 
imperative that his contribution to the Kamatic music should be considered here 
at least in a brief manner: 


L Though the Potakamuru Bhagavatas and KrsnamacSrya flourished in the 13th 
century and followed the BhagavatasampradSya, no sankirtans or klrtans dating 
back anterior to AnnamScarya are available in Telugu. KrsnamacSrya’s 
‘Simhagiri Narahari Vacanamulu are vacana-s only and not musical composi¬ 
tions fit for singing the way sankirtans are sung. Therefore it may not be wrong 
to consider Annamayya the first creator of the musical compositions of 
Sanklrtan literature. From this view point, his title ‘pitSmaha’ is justified. The 
word* pitSmaha’ means Brahma, the creator. Thus he is the founder-patriarch 
in Telugu for the musical literature of Sankirtans. 

2. Relying on the Telugu Sankirtana Laksanamu one can say that AnnamScarya 
has revived the compositions in praise of gods and their singing as given by 
Bharata under the term ‘pada -niryukta’. One has to understand 1 padam’ as 
a short form for pada-niryukta. The pada-kavita of TSUapaka poets is such. 
Cina TirumalScSrya has indicated ‘pada-chchandanribu’ as an alternative title 
to ‘ Sanlm- tana-I .aks anam u’ and this supports the above view. It is because of 
this also that Annamlcarya has become the ‘pada-kavita-pit3maha’ in Telugu. 

3. Purandaradasa is called the pitamaha of kamatakasanglta. It has been shown 
earlier that he has imitated a sanklrtana of Annamac3rya. The significant point 
in the Sankirtans of Annam3carya is that they are divided clearly into pallavi, 
(in some) anupallavi and vrttams. (It is my belief that the school of Sangfta 
Ratnakara which dragged pallavi to the last three terms of the first two lines 
in Slaprabandha has become extinct and that it is the result of the school of 
Sangltasamayas3ra etc. that pallavi came to remain a separate entity). All the 
Annamacarya’s padams or compositions have pallavi. One can take it that it 
was he who brought in this arrangement. Anupallavi may not be present in 
some. One can guess that he intended optionality to this. He composed stanzas 



of four lines called vrtta-s in his padams. We may call them ‘vrtta-bandhas’ 
.They are called carana-s today. Treating, perhaps , the padam as ‘tridhatuka’ 
(consisting of udgraham, dhruvam and abhSgam in many of his padams), he 
has composed three caranas (yrttams) in many of his padams . There are some 
which have more than three, even ten caranas. 

4. Some musicological writers before Annam3c5rya had said that Pallavam was 
not regulated by any rules regarding gana-s and varna-s. This school is different 
from the school of Sangfta RatnSkara. AnnamacSrya took this pallavi, gave 
it a definite quantitative magnitude as ‘two lines equal- in magnitude to two 
lines of the padam’ and established it. This brought pallavi an honourable 
position and a lot of prestige. 

5. Pallavi in the form of a couple of lines equal in magnitude to two lines of 
padam gave a completeness to the pada composition and made it an integral 
whole. The idea in pallavi is the most important thing. This idea gets worked 
out or expanded in the following carana-s called vrttams/ vrtta-bandhams. 
Another idea different from that of the main idea in pallavi is not taken up 
in the same composition. Thus pallavai has become the life-force of the 
sahklrtan, one may say. 

6. Annam5c2rya has not composed his own name into the last vrtta- 
bandham(carana) of his songs by way of ‘mudra’ . He contented himself by 
spelling out the name of his ista-daiva, V5nkat6swara, wherever he liked. 

7. Language-wise,AnnamScSrya’s powers of composition are inimitable. Telugu 
became highly plastic like wax in his hands. His compositions make one wonder 
whether other poets who wrote padya-granthas (books of verses) could ever 
go anywhere near him in this respect. AnnamacSrya made his sankirtans 
full-pledged literature of unimpeachable standards, though they are couched 
in spoken Telugu. Thus, AnnamacSrya gets the honour of reviving padaniryukta 
of Bharata as pada-saippradSya. He has the honour of making pada- 
composition complete and integrated by makin^pallavi, which was unregulated 
and outside the main lines earlier as per SangitasamayasSra etc., important. 
He also seems to have accepted the idea of SangJtaratnSkara in considereing 
prabandha as a tri-dhStuka. This has brought about a compromise between 
the schools of tridhatuka and caturdhatuka prabandhams. With its importance 
to pallavi , the two elements of dhatu and matu in musical compositions 
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attained a perfection and beauty. In consequence the padams became lively. 
Many are his broad views transcending caste, community and gender prejudi¬ 
ces. We may call him an integrater of both the worlds of music and literature. 
One can remember these points as- contributions of AnnamScSrya to the 
Kamatakasangita. 


NRSIMHA KAVI 

AnnamSc3rya had a son by name Narasinga by his wife Tirumalamma. 
He is mentioned by Tallapaka Cina Tiruv£ngalanatha in his AstamahisI KalySna 
and he included some pujas on his (Narasinga’s ) death anniversary day -(Magha 
suddha caturthi) in his inscription! 1546 A.D) donating Cendulur and Mallavaram 
of Kondavldu area to Lord V5nkat£svara. Narasinganna has been praised along 
with his brothers Cinnanna (Cina TiruvgngalanStha) and Peda Tirumalayya by the 
well known Telugu poet Tenali Ramakrsna. This Narasinganna is identified (though 
not conclusively) with SankusSla Nrsimhakavi the author of KavikarnarasSyana. 


A strange thing has to be noted here. Sfi Krsnad£varSya (1509-1530 A.D.) 
who made seven pilgrimages to Tirumala during his regnal years as a devotee, 
does not seem to have extended his patronage to the Tallapaka family. Surprisingly 
he donated Tallapaka as an agrahara to VyasarSya, his guru. When Tallapaka was 
given away to Vyasaraya, it is conjectured, Narasinganna seems to have moved 
away to a place called SunkSsula (a village nearer to Ahobilam and in Pulivendala 
taluk Cuddapah district). Prosodical works mention him as Sankusala Narasinga¬ 
nna. Kavikamarasayana mentions him as a disciple of Bhatta ParSsara, one who 
knew Adivan SathakSpayati of Ahdbila. The work favours Vaisnavism and is hostile 
to advaita;deprecates royal patronage. It was AcyutarSya who later on extended 
his good will to TSllapSka family. 

As suggested by Gauripeddi Rama Subba Sarma in his introduction to 
Tallapaka padasahityamu-s5mputam-I, Adhyatma sanklrtanas of Annamac3rya, 
the Sankirtan 129 (of the Vol-I) makes an oblique reference to the fact that 
AnnamScarya had a son who mercilessly left him and went wandering away. The 
following are the relevant lines. 
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SRI RAGA 


“bayalu pandirivetti paraga jittamu galige 
dayamSll tiruga nStmaju dokadu galge 

(pallavi) 

(Adhyatma Sanklrtanamulu-Vol-I page 88/89-( 1980 edn) 

The crucial question is whether this Narasinganna and the author of 
Kavikarna RasSyanamu are one and the same person. Sri RSma Subba Sarma 
quotes from Dr. G.Calapati‘s Doctoral thesis titled “Kavikarna rasSyana kavySnu- 
sllanamu” to the effect that one Sunkasala Tirumala kavi in his work, ‘BhSgavata 
Vaibhavamu’ stated that he was the grandson of Narasimha and son of Raghunatha. 
But AstamahisI KalySna states that Narasinganna had, not one son but three scins, 
namely NarSyana, AppalSrya and Annam3rya. These are different from Raghuna¬ 
tha mentioned by Tirumalakavi. This suggests that Narasinganna, son of Annamaca- 
rya and Sankuslla Narasimhakavi of Kavikamarasayana were different. The matter 
rests there as at present. 


PEDA TIRUMALACARYA 

Peda Tirumalac3rya seems to have flourished roughly between 1473- 
1553 A.D, His mother was Akkalamma, another wife of AnnamScarya. He had 
two sisters by name Tirumalamma and Narasamma. He was a great scholar and 
held the titles Vedamargapratisthapanacarya, SiTramanujasiddhanta sthapanacarya- 
V£d3ntacarya, Klavitarkika K5sari, Saranagatavajrapanjara. At the behest of his 
father he composed at the rate of one sankirtan a day on Lord VSnkat5swara. 
Besides, he composed VairagyavacanagMlu, Srqgara Dandakam, Cakravalamanja- 
ri, Srqgara Vrtta ^atakajUdaharanakavyas, Nlti-sisa-satakamu, Sudarsana-ragada, 
rSpha-rakaramulii and AndhravSdanta (Bhagavad-gita) and Dvipada Harivamsamu 
(not extant). 

He was such a great devotee that the Lord is said to have given him a 
boon that He would give darsan to three generations of people of his family and 
grant salvation for seven generations . He has donated to Lord V6nkat£svara the 
villages Kavanur, m6ruvakarai, Kuppam, Kflangunram, Mannasamudram, Rayala- 



padu, SomaySjulapalli, Kottamuvaripalli, Erraguntapalli, Pallipuram and Ganda 
Timmapuram. He donated to the Lord Pundi and SangamkOta donated to him by 
AcyutarSya. He even made arrangements for pujas to the Lord at his own expense 
on the birthday of AcyutarSya. He gave some lands to VitthalSsvara at Vijayanagar, 
during the regnal years of AcyutarSya. He caused many renovations, got the 
Sanklrtans written on copper plates, caused the Pratistha of LaksmTnSrSyana Sv5mi 
at Alvar Tlrtham. Some copper plates have the name AnnamarSju Timmayya, as 
the scribe of the Sanklrtans. The Sankirtanabhandara was fully established since 
1540 with two vaisnavite servants, singers of Sanklrtans etc. 

CINA URUMALACARYA 

Eldest son of Peda TirumalapSrya, Cina TirumalScarya had his brahmOpa- 
d5sa from AnnamScarya. He may be said to have flourished between 1493-1553. 
He was a great scholar and held the title ‘astabh3s3 kavicakravarti’. He too 
composed many sanklrtans. He composed the Sahklrtana Laksanamu in Telugu 
as also a Dandakamu in eight languages (astabhasadandakamu). 

He had donated half the income from the village NSdiyan for performing 
the kalyanOtsava of GOvindarajaswamy at Tirupati. He had also donated Veduma- 
ppSkkam for certain kainkaryas on the day of citra star in citri, mrgasIrSa in 
vaisakha etc. 

It was Cina Tirumalacarya who renovated the temple of Kalyana V&nkate- 
svara at Srinivasa Mangapuram 1 , caused the pratistha of a new vigraha. He has 
also caused the pratistha of a vigraha of Annam3carya, (his grandfather) along 
with Bh3syak3ra, DSsika etc. He got the icons of Annamayya and Peda Tirumalaca¬ 
rya sculpted on either side of the first gopuram of the temple. As we enter inside, 
to the right is his own icon pointing to Tirumala with his right hand. After we cross 
the first dvarani, on the first pillar to the right is sculpted the icon of Annam3c5rya 
pointing to Venkat5sa with his left hand. On the third pillar in the same row is 
the icon of Peda Tirumalayya pointing to VenkatSsa of that temple, with his left 
hand. 

The D£vat3rcana vigrahas of Tallapaka family as also the tavalams and 

bhajana cirutalu (pincers, beads strings etc.) are, even today, preserved at this 
temple at Srinivasa Mangapuram. __ 

1 .T.T.D.InscriptioiLs-vol IV-No.144. Inscripation dated 22.3.1540. 
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PEDA TIRUVENGAIANATHA 

He is described as ‘sStvika subhamQrti’ and ‘sanglta satkavitvSdhika’. His 
cous in Rgvanuri V£nkat3rya says that the Lord used to dance as Peda Tiruvgngala 
nStha sang. But he seems to have left the mortal body before 1546 A.D. 

CINA TIRUVENGAIANATHA. 


He is the author of AstamahisI KalySna, Paramay5givil5sa, Usiparinaya and 
AnnamScarya Caritra. An expert on Dvipada metre, he could compose one 
thousand dvipada couplets a day. He instituted dharmakaiipkaiyas to the Lord on 
the birth anniversaries of Annamayya. and Peda TirumalScarya as also on the 
death anniversaries of his paternal uncle Narasinga, elder brother Tiruvgngalappa 
and his mother Tirumalamma by donating the two villages, Cendalur and Mallava- 
ram (in Kondavldu area) with an annual income of 620 varShas. This donation 
was made in 1546 A.D and an inscription was issued.The weaving community 
elected him as their preceptor by presenting him a sum of ten thousand varShas 
and requesting that he and his descendants should be their heriditary preceptors. 
A copper plate inscriptipon was issued to this effect. 

KONETI TIRUVENGAIANATHA 

He seems to have led a luxurious life. He is said to have known kSyasiddhi 
and Iambik5y6ga. He was the recipient of Bollpalli and Olapalli, two agrahSrams 
near Addanki, from SadSsivarSya of Vijayanagar in 1544 and 1545. KOnfiti 
TiruvgngalanStha himself donated some land to the Deity, CennarSya of Puspagiri 
(Cuddapah district) in 1559 A.D. 


TIRUVENGALAPPA 

Son of Cina Tirumal5c5rya, he has translated AmarukHvya into Telugu, 
written a Telugu commentary called BalaprabOdhika on NSmalinganusSsana and 
a Sanskrt commentary called sudhSnidhi on Mammata’s KSvyaprakSsa. He has 
donated a part of Ambattur and Tuppil agrahSrams in 1554 A.D. for the 
kalySnOtsava of GovindarajasvSmi of Tirupati. He has donated Nallattamgri and 
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PericcambSkkam villages to Arulalapperum2l of Cina Kanci in 1553 A.D. 

REVANUR VENKATARYA. 

Son of TirumalSmba, daughter of Annam2c5rya. He -wrote a kSvya, 
Sakuntalparinayamu and SrTpSdar&riumShatmyamu pertaining to Lord V£nkat£- 
svara. 


‘Peda Tirumalacarya’s sons seem to have flourished until around 1560 
A.D and not till 1565 A.D., the year of the battle of TallikOta. This family has 
served the Lord at Tirupati for hundred and fifty years in examplary devotion. 
Tsllapaka is a by word for poesy in Telugu. Annamayya is inimitable and 
unsurpassable in poetic composition in Telugu. 
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WORKS OF CINA HRIJMALACARYA 

Tallapaka Cina Tirumalacarya’s works are: (1) AstabhfisS Dandakamu (2) 
Sanklrtana Laksanamu and (3) AdhyStma and Srngara Sanklrtanalu. 

. Of these, AstabhSsS Dandakamu- a composition in HanHaVa metre in 
praise of Lord Venkatesvara composed in eight languages namely (i) Sanskrt (2) 
PrSkrt (3) SaurasSni (4) Magadhi (5) PaisSci or ApabhramSa bhasa (6) Pr3ci (7) 
Avanti and (8) s3rva dSsIbhasa, was got inscribed on copper plates by the author 
himslef on 7.11.1537 (Hevilambi samvatsara margaslrsa ‘suddha pancami Budha- 
varamu). It was first published by the Tirumala Tirupati Dfivasthanam authorities 
in their publication titled “ The Minor works of Annamacarya and his sons” issued 
in vol.I, Tirupati Devasthanam Tallapakkam works, in 1935. This publication was 
supervised by Pandit. Vijayaraghavacarya.,This dandakamu seems to have brought 
the title astobhasSkavicakravarti” to Cina Tirumalacarya. 

Cina Tirumalacarya’s sanklrtanamulu also have been inscribed on copper 
plates during the life time of the author. Sixty adhyatma sanklrtanas and one 
hundred and nineteen srngara sanklrtanas have been printed in 1962 in Tallapaka 
works, volume XVI under the editorship of Arcakam Udayagiri SrTnivasacarya. 

Sanklrtana Laksanamu is a small work of seventy one verses ( and twnetyfive 
sandhivacanams or prose linkages) dealing with hymnody. 

HISTORY AND SOURCES OF SANK3RTANA LAKSANAMU 

From verse 15 of Sanklrtana Laksanamu in Telugu it is known that 
Tallapaka Annam3catya had composed a work called Sanklrtana Laksanamu in 
Sanskrt. Verse 17 reiterates this fact and adds that it was commented upon by 
Taljapaka Peda Tirumalacarya, presumably in Sanskrt. Verse 16 states that Cina 
Tirumalacarya had permission from his father Peda Tirumalacarya to compose the 
work in Telugu. Verse 17 states that Cina Tirumalacarya embarked on composing 
the work in Telugu verses following the Sanklrtana Laksana in Sanskrt (tad 
vakyanusarambugan). 

It is learnt that Annamacarya’s Sanklrtanas have been very popular even 
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by 17.5.1535. Some copper plates with sanklrtans are known to have reached 
AhCbalam, Srlrangam, Cidaipbaram, SimhScalam.Kadiri etc. Some palm - leaf 
manuscpiripts are also known to exist at StTrangam and Tanjore. This happened 
as the TallapSka family took it upon themselves to propagate Vaisnavism of 
R3m5nuja school. 

Being a witness to the popularity of Annamacarya’s Sanklrtans, Cina 
Tirumalacarya is said to have got his Sanklrtana Laksanamu in Telugu inscribed 
on big stone-slabs of four feet width and seven feet length in the temple of Sri 
V£nkat5svara following the campaka pradaksina order. Not only that. He got 
engraved on similar stone-slabs some examples of how the sanklrtans were sung 
with svaras.sShitya etc. It was Sri Udayagiri SrlnivasScSrya who discoverd these 
stone-slabs in 1949. The exact number of stone-slabs thus engraved is not known; 
but only two such slabs have been discoverd and preserved. 

A Sanklrtana in Sanskrt is said to have been illustrated for singing with 
svaras, gamaka and sShitya. Terms like udgrSha, mglSpa, dhruva, antara, abhbga, 
uga, Svrtaniyama, jhampa, ata, rupaka , tivada, adi, Ska, jySvala, adi jyavaja are 
found on the slabs as also pallavam and padam. Sri Sifnivasacarya opines that Cina 
Tirumalacarya could have got them inscribed on the stoneslabs prior to 7.11.1537. 
He has given details of this discovery in his introduction to volume XV of Tajlapaka 
G£ya Racanalu, containing Annamacarya’s SrngSra sanklrtanalu (1961) as also in 
the introduction to volume XVI containing sanklrtanas of Cina Tirumalacarya 
(1962). Two things are clear. Firstly Sanklrtana Laksanamu seems to have been 
inscribed on the stoneslabs though they are not available now. Secondly writing 
music with notation, i.e. with svaras, gamakas and sahitya was prevalent in Telugu 
as far back as the beginning of the sixteenth century. The four photographic plates 
published in vol XVI of the sanklrtan series are incontrovertible evidence to this 
fact. 


Though the stone slabs are not available for checking up the text of 
Sanklrtana Laksanamu in Telugu the copper plates are available. Cina Tirumalaca¬ 
rya got this work inscribed on copper plates also during his own life time. But 
the date of inscribing is not mentioned. 

The texts on some of the copper plates were got copied by one Sadhu 
Subrahmanya SSstry as far back as 1922-23. When the paper mss. were found 
in bad condition, some were issued in print as ‘The Minor works of Tallapaka 


li 


Annam3c3rya and his sons’ -Vol.I. during 1935 under the editorship of pandit 
Vij ay ar3ghavac5ry a. 


EDITING THE TEXT 

Two slightly different texts are available for SankTrtana Laksanamu in 
Telugu . The first is the printed version. The second is the version on the copper 
plates. Though the printed text is merely the copied version from the copper plates 
they are not indentical. Some mistakes seem to have crept in either at the time 
of copying from the unclean copper plates or at the time of printing taking the 
text from paper mss. in bad condition. Now that the chemically cleaned copper 
plates are available for verification of the text (at S.V.Museum on Temple 
Art ,223, Govindaraja swSmy North Mada Street, Tirupati) the printed text 
available is corrected, adopting the text on copper plates as the standard original 
text. The following are the details in this connection: 

1. The text of SankTrtana Laksanamu in Telugu is inscribed on four copper plates 
each measuring 40 cms. x 18 cms. The writing is on both sides of the copper 
plates. The date of inscribing is not given. 

2. The writing is in the old style with pum3nusv3ras for ardh3nusv3ras and 
duplicated consonants etc. 

3. The printed text shows 71 verses. The last verse on the copper plates is 
numbered as 70 only. On a check up it was found that the verse beginning 
with ‘nalugu pSdambulu noka c31una,..’ has not been given its serial number 
32; but is given after the next verse beginning with 1 visamapSdambulokarTti’. 
It must have been a scribal error. 

4. The copper plates have the verse beginning with ‘sanklrnavividha p3pa’ as the 
9th verse and the verse beginning with ‘madi dSllapakayannaya’ as the tenth 
verse. The printed text has them as 10th and 9th. The order of the copper 
plates has been restored in this edition. 

5. The copper plates begin with the following caption: 1 Srirastu Sfimate R3m3nu- 
j3yanamah.T211apaka Annam3c5rulya Kum3rundu Peda Tirumal3c3ryulu v3ri 
kumSrundu cina TirumalScSryulu Snaticcina sanklrtana laksanamaina pada- 
cchandamu’ The printed text has omitted ‘aina padacchandamu’. It is a very 
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important detail. The author has given ‘padacchandamu’ as the alternative title 
of the work. It is the ‘pada sampradSya’ that the author is mainly concerned 
with. 

6. In verse 8 line 2‘lanniyunadapanga buta yagu dSllapa’ is the copper plate 
reading. The printed text also reads ‘dSlapS’ without duplication of ‘la’ . But 
both are incorrect as Prosody gets affected. It is corrected in this ‘edition as 
dslulapa’ which restores the correct prosody. Similarly in verses 12, 15, 34. 

7. The fourth line in the verse beginning with ‘sankTrna vividhapSpa’ ends with 
sankStamkamulu valadu samanuni valanan’. The underlined reading valadu 
is common to both the copper plates and the printed text. But it does not make 
sense. The word ‘valadu’ is prohibitive in its sense meaning ‘ not required’. 
The idea that even people with a complexity of sins will get free from miseries 
from the God of Death if they sing sanklrtans of God gets restored if it is 
read ‘ vadalu’ meaning loosened and got rid of. It is corrected accordingly 
in this edition. 

8. Both copper plates and the printed version show the vrttams as‘vr’ without 
indicating their particular names. Similarly the glti-s are shown as‘ gl’.For the 
convenience of the readers the vrttams 12,15,17,26,28,34,50 and 64, are 
shown with their particular names indicated ‘ ma’ - matteba vikridita and so 
on. Similarly ‘Sta-veladi’ and ‘tetagTti’ verses have been specifically indicated 
as‘2. ve’- ‘t5. gl’.. instead of‘gI’. 

9. The copper plates version of verse 13 is ‘bharatadi granthambula’. The printed 
text reads as ‘bharatSdulu. granthapibula’. Obviously it was corrected at the 
time of printing with the impression that prosody was affected. If the whole 
is taken is a compound ‘di’ can become a guru because of the conjunct 
consonant* gra\ The author has only the work Natya Sastra in his mind and 
not the author Bharata . This is supported by his use of Bharatamu’ for 
N2tyas2stra in verse 18. 

This edition has adopted the reading of the copper plates. 

10. In verse 14 the printed text gives the last words as ‘tat prabandham amrta 
dhara b5li’. The copper plate gives it as ‘amrtadhara bOlu’. The copper plate 
reading is adopted in this edition. 
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11. In verse 8-line 2, the printed text reads as ‘tetamayye padamu’. The copper 
plate gives it as ‘tgtayayye padamu’. As there is no word- form ‘tetamu’ the 
copper plate reading is accepted. 

12. In verse 20, the last word of the verse in the printed text is ‘badade’. The 
copper plate gives it as ‘badade’. While the first reading relates to ‘krtis’, 
the second one relates to the subject ‘ krticeppinayStadu ’(the person who 
has composed the work of art). The copper plate reading is more appropriate 
and hence accepted in this edition. 

13. In verse 23 line 2, the printed text reads ‘manuju satkavitayu’, whereas the 
copper plate gives it as ‘manuja satkavitayu’. In view of the fact that the 
first line ‘sampradSySgata jnSnasahitudaina’ qualifies only ‘manuju’ and not 
‘satkavita’, the reading of the printed text is accepted in this edition. 

14. The prose link that follows the verse 37 in the printed text reads ‘munduje- 
ppina nibandhana n3ma padambunaku navayavaipbulaina yavSntara pada- 
ipbulaku nanukulaipbaina pallavi ettidanina”. This has caused much confu¬ 
sion as it purports to speak of a pallavi for the individual words. The copper 
plate reads ‘nibandhanSmapadambunaku navayavaipbulaina avSntara pada- 
mbulaku nSmambu leyyavi yanina’. The latter is the correct reading as it 
purports to give the names of individual parts of a nibandha padam. The 
next verse expectedly goes on to enumerate the names of the dhatus 
udgraham, mSlapam etc. The copper plate reading has been incorporated in 
the present edition. 

15. In verse 40 the printed text gives the last word as ‘munulu’. The copper 
plate gives it as‘ghanulu’. The context pertains to ‘sikhapadam’ which is found 
in the works of historical times, like Sanglta Cudamani, SangTta Ratnakara. 
Any reference to ‘munis’ is inappropriate. Hence the copper plate reading 
‘laksanajiiulaina ghanulu’ is accepted and incorporated. 

16. In the prose link after verse 40, the printed text gives ‘praySga sampradaya- 
mbetti danina’. The copper plate reads it as‘ ettanteni’. This latter reading 
is accepted and incorporated as it details the mode of using pallava and 
sikhapadam. 
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17. The copper plate and the printed text give the first word of the verse 44 
as ‘vugamu’ beginning with ‘vu’.This word seems to be a shortened form 
of ‘udgraham’. As indegenous Telugu words are not supposed to have initial 
‘yakara’ ‘vu’ ‘vu’ ‘vo’ ‘vO’, the form ‘ugamu’ is taken if only for the sake 
of the modern reader. 

18. In verse 51-fourth line, the printed text-reads* (pSda) yugalamuga’. The 
copper plate gives it as* (pSda) Yugajamuna’. The latter is accepted and 
incorporated as the locative form is appropriate. 

19. The prose link after verse 52 in the printed text reads ‘andu ardhacandraka 
padambetlanteni’. The copper plate gives it as ‘andu ardhacandra padambe- 
tlantSni’. ‘ka’ is a diminutive particle. It does not go well with ‘ardhacandra’. 
Hence the copperplate reading is accepted and incorporated. 

20. In verse 64 both the copper plate and the printed texts give at the beginning 
of the third line ‘vistara pSda vSdamula’. Though the poet might have chosen 
‘v3d£sa’ for* pa’ even in an SmrSdita it is shown as ‘pSdapSdamula’ for the 
readers’ convenience. 

21. The printed text in the prose link after verse 64 and in the verse 65, gives 
*y£lap5ta’ as beginning with ‘ya’ sound. The copper plate also reads 
‘ySlapadam’, ‘ySlapSta padaipbu’. This morphological form with initial 
consonantal ‘ya’ is retained only to enable the reader to distinguish between 
‘ela’ of ‘elaprabandha’ and this *y5la’ which are two different things. 

22. In verse 67 the printed text reads in the fourth line ‘bhSvajnulu valkunatti 
paddhati’. The copper plate gives it as ‘bhavajfiulu valukunatti’ without 
resorting to the snycopated form by dropping the vowel ‘u’. This latter fop 11 
is accepted and incorporated in this edition. 


DATE OF COMPOSITION 

It is not known when exactly the work Sanklrtana Laksanamu’ (in Telugu) 
was composed. The copper plates also do not specify when it was transcribed 
on them. Internal evidence is available in verse 16 that the author’s father, 
TSllapSka Peda TirumalScarya was alive at the time of the author’s endeavour as 
the verse speaks of the author getting his father’s permission. Peda TirumalScarya 



is said to have lived till 1553 A.D. This can be taken as the latest limit. 

Cina TirumalScarya has had the good fortune to receive his ‘brahmOpade- 
- sa’ from his grandfather Annam2cSLrya who lived until 1503 A.D. If it is presumed 
that Cina TirumalacSrya was in his ‘garbh2stama’ (7th year of age) at the time 
of his upanayanam he may be taken to have been bom around 1493 A.D. and 
his upanayanam taken place around 1500 A.D. Peda TirumalScarya could have 
been a young man of 20 by 1493. As Cina TirumalScarya receiving his ‘brahamOpa- 
d£§a’ from his grandfather is recorded in one of his sanklrtanas (adhyStma 
sanklrtana 39-Vol XVI), it is reasonable to think he would have been some thirty 
or thirty two years old, to become a scholar in sahitya and sanj^ta so as to realise 
the greatness of his grandfather AnnamScSrya and make an effort to pay his 
respects to him by composing this work in Telugu. It is a testimony to this aspect 
that this work runs like a panegyric in the first dozen verses or so, to Annam2c2rya. 
One may put the composition of this work around 1525 A.D. and its inscription 
on the massive stone-slabs some time before the inscription of astabh5s5dandaka- 
mu on copper plates in 1537 as AnnamScSrya’s compositions were popular even 
by 1535 A.D. 

PARAMETERS OF THE WORK 

1. This is a work on hymnody. Sanklrtana Laksanamu and Padacchandamu are 
given as synonymous titles of the work by the author. PadasampradSya is the 
main concern of the work. 

2. The first verse is a tribute to the galaxy of pada kavi-s who have sung Lord 
V£nkat£swara. 

3. Verses 2 to 12 are devoted to AnnamScarya’s sanklrtanas. Verse 13 describes 
AnnamacSrya as Padakavitapit2maha. Verse 14 speaks about the need for 
knowing die laksana and laksyas. Verse 15 records Annamacarya’s authorship 
of Sanklrtana laksanam in Sanskrt. Verse 16 and 17 speak of Peda Tirumalaca- 

"rya {father of the author) and the fact of his having commented upon the work 
and the author undertaking to compose the work in Telugu verses. 

4. Verse 18 touches padam as mentioned in Bharata’s Natya Sastra, prabandha 
in Sanglta Ratnakara and desaila in Sanglta Candrika and Sanglta COdamani 
and Sanglta Sudhakara. The need for devotion to God, humility and knowledge 
of tradition are touched upon in verses 19,20,21 respectively. Verse 21 
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commends obtaining Divine Grace or learning through a guru. Verse 22 speaks 
of poetic compositions with knowledge of tradition leading to realisation of 
God. 

5. Definition of Padam, vrttam as a four lined composition in music as defined 
by Bharata and these vrttabandhas being the three dhatus in a musical 
composition are dealt with in verses 24,25, and 26 respectively. 

6. Language regulation for padam is given in verse 27 and d&ailas in Kannada, 
Tamil, Telugu, Lata and Gauda languages are mentioned in verse 28. 

7. Padam is taken up under three heads: (1) Vrttapadam (2) Nibandhapadam 
and (3) COrnapadam in verse 29. 

8. Verse 30 to 33 deal with Vrttapadam in their variety as sama, visama and 
ardhasama forms. 

9. Verse 34 to 53 are devoted to dealing with nibandha padam in general. Yati, 
prasam, guru-laghu niyama, tala with de£i and m3tga bhOda, dhatus, udgraha 
etc., Pallavi, sikhapadam, padam with four, three and two dhatus as also 
£kadhatuka are touched upon. A variety of padams like astapada padam, pada 
malika, Sarabhap3dapadam, concept of muktaka (ch6dyaka ) and kulaka, 
daruvulu, jakkula r£kulu, elalu, gobbillu, vakyamulu and candamamapadamulu 
are all enumerated. The two lined padams are also enumerated and ardhaca- 
ndrapadam explained. 

10. Verse 54 and 55 are devoted to cOrnapadam and talagandhi. 

11. Colloquialisms, language appropriate to the character, proverbs and idioms 
are justified in padam composition in verses 56 to 59. 

12. Verse 60 and 61 define adhyStma sanklrtanams. 

13. Then, vSkyam, daruvu, candamSmapadamu, yelapStapadamu etc. are dealt 
with in verses 62 to 66. 

14. Coalescence of words is touched upon in verse 67. Verse 68 extols 
desipadam. Verse 69 speaks of how they can excel. Verse 70 deprecates 
insipid compositions. 


15. Verse 71 deprecates plagiarism. 


IMPORTANT FEATURES 

1. Sanklrtana Laksanamu is a unique work as it is the only one of its kind 
available. 

2. As SankJrtana-s and Kirtana-s are the main stay of Karnataka sangTta its 
importance to it cannot be over emphasised. 

3. Though Padaniryukta is mentioned by Bharata only in the context of $ta-s 
or prakarana-gltas, though ‘prabandha’ is a later concept found in musicologi- 
cal treatises like SangTta Ratnakara and though ‘dSsaila’ is part of this 
prabandha concept, this work amalgamates all the three into one padasampra- 
daya. One can certainly trace the origin of a devotional musical composition 
to padaniryukta variety mentioned by Bharata as‘devastutyatmaka’ without any 
upOhana and pratyupOhana (using oflnonsensicalmusical sounds). Neither the 
classification given by Bharata nop those of later classics like SangTta RatriSkara 
are extant today. So it will only be a practical approach to accept this 
amalgamation without entering into scholastic arguments. 

4.The work mentions mSrga-dSsi bhfida in tala. This may be s ugg estive of the 
use of mSrga tSla-s also as late as early 16th century. 

5. Though Bharata uses the word padam as ‘svara tSlatmaka’ in the context of 
gSndharva and Ssrflgadfiva follows Bharata in mentinoning padaniryukta, 
Padam can be taken as the short form of the latter and equated with klrtana 
or Sanklrtana. This author has used ‘padam’ in the sense of a klrtana or 
sanklrtana. 

6. This work is historically important because of the fact that it uses the terms 

krti (verse 20) and mudra* (verse44). SangTta S0ry5daya, a musicological 
treatise contemporary to the present work, does not use the word ‘mudra’ 
For vaggfiyakara mudra it says* svabhidhana vibhusitah’. (vide, ‘padam sodaSa- 
mabhOgah svabhidhana vibhOsitah s.s. 5-73). ' ' 

7. The words pallavamu and pallavi are both found used in this work. 
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8. Sikhspadamu is mentioned in this work. Generally it is not heard of today. 

9. The author gives the names of dhStus udgraha, m£l3paka, dhruva, antara and 
abhOga to what he called vrttams. If we take vrttam as a four lined composition, 
they refer only to the parts of the song called carana-s. By the way, the word 
‘caranamu’ is not used in this work. 

10. This work mentions ‘y£la pSta’ in contradistinction to ‘d£saila’ which falls 
under ‘elSprabandha’ 

11. The exact meaning of ‘citra varnaihbu’ in verse 63 is to be explored further. 

IT T3naka rSga seems to have been used in the sense of ‘tanam’. 

13. The Use of the word ‘dhatu’ seems to be on its way out. Sangita SuryOdaya 
mentions svaras primarily and states that some scholars call them dhatu* 
(ranjakah svara samuho gitamityabhidhlyate, tad£va kaiscid vidvadbhir dha- 
_ turityabhldhiyat£ (S-S. 5-2). 


EXPLANATION, COMMENT ETC. 

In presenting this work the verse, its purport and the explanation are 
given seperately in Telugu. The English portion has the purport of the Telugu verse 
given followed by explanation etc. Transliterated text in Roman script with 
diacritical marks is given at the end for the non-Telugu readers who wish to peruse 
the Telugu original. The main aim is to provide the Telugu and non-Telugu lay 
reader with as much information as possible. It is to be stated that this English 
version of the Introduction is not a word by word translation of the Telugu version, 
but generally follows the same. Technical intricacies have not been touched upon. 
It is hoped this work will be found useful. 


MADRAS 

9.8.89 


DR. SALVA KRISHNAMURTHY. 



1 


Son ^ -aoSta^sO^dto 

3*33 -CP 6 [eS ^T°bjS45S3 SSjcI^ 

^aaasaoewagjc \u 

5jt> 33» gaa^d&ga^aooa&J-C&o&J^ 

O-.H.ft, ^oSt3»«to»S ntgS 33(3 ^go* 3 S * 2S ajc ** > 

-&sa a»«p$© atpas -3S3 5i»«&stfso fcga^a. 

3.* & »™b* S3 ^CoS* ?*S»T^ *a a>o^atoo. TOP* 
* -SogtricS Sol^a^P&gooeSOS S3 JJ^SSiSOjo ■* Si5 $°^f 33^odoa. 

3*e»J^>tfoS® ‘i3iSP33'g+asPcSSig«^’ ©3 StSiCSiSjota 3 ^*S«^i5»o 
§r»£P» fcasood. ,%, *isp3§ S*$ ©3 ©{ 5 o< 5 *£°oo a>e3 §*33 ©o?e» 

6spjo». ao^o, ©go, s®a>o ©l§ (©aco sr°c» ^ ©3 ar°ogi k© 
&-g ©go. a>«8 #«*$&&> ©oto a^Spoatpas ©aj^>0'C5tJ i >a§ a^a^o 

gesp&a ©a ©a^c&o. 3 j 3 o erig'aja ■&©i ( ©fjb^&dko) ©ajiriS a* 
(aao^ ©a^Spo3 tjS 3d° 3(KSpo3 <0j "Sog'tig^ibal 6o&. 
©d&a $s (5xss»«s». s&s ©c&aso qs&ga aaga a^soatoo 

s^g^a '&©5a7» gajoaa ©3(>di>o. ©<p*ft csCt^s ©a 

gpc» ©Oo. “So’ ©3a ^o^^o^ 6 »a£ aa^a^ ‘3>co ^sj©*’ 
aa^tf* £f&eo. ^ 3orttfg&& aesgb a^^a^a ‘3o’ ©3 &a» 
^00 goo (aaa 3 ct> 3l^.s> ^32o)s® 2 © ©a ©$^d£>o. 

ed&a^ aoieao 3&a aaga ^a^©&> ga a^a&ga^o ago-csuo aa^esasa 
©o^cssjo. €ra> ‘Sog'i^ojrf tigiibtS a^eoauo aagr> ©©3 ga 

aPdSjga^o S T> a ,> ©3 §®dg5®3 ©a 33^3^ r B<§£b. 

1. aes^og® S'oa’g aa gs(^^©gb ga spc&gajp aa^odap g)figg 

asaaog® ©ao-caodaoP&j ©<aba «r>an»eb, ‘sagao* aa^aja^’e&r* ©co>a 

£r>ga»g ©a^aj'^poo^ea s^o-atoo g^o s»£k. ‘^pe^ aaga a^S’ ©3 
aasjoo 0 ^ ‘‘saigtia^^ aaga^di’ ©a £>g aaao<5®3 (KSpIg ©a^ar>cr> 
&§3 ajgcjgi a>ao. ©ayao ‘aetfeoajagj’ ©3 ar°o©gj g*a ^e>o 
aajoa. o'ojaa ©a^a^ds^ a'©^r»5?p t>ogto^cod a&joo o»a53S>^a 
‘"Sogu «as»’a^ 33 ^ 3 "% > 53 ^ ab5®^oa aa "aja^a aw^o^cpa^ aa 
d®c3°©ib'S a^totoo7!° e3°aa&a ©a^ascab^ab ©as^Spo-cr'tto. aoaaj ©o"t3 
^a«F»£S3© ©ab(«a»oa© §®og btstzo. a^aasoto a^or»^©aco. a^as ©a^a> 
dSb^go acoep^oaepa^ ^aa^&oaa ©o?o a« ga§ a*aa53 a apga®g aa^a^ 
(aa ©os'SoK^a^^ottj) p?>a ‘©a^ax^^c^ ae^a’ ©7$ a$aess»a£oS® ^ 
ga^udod: 


1 



Verse 1. 


Tr: The illustrious leadership of poets accrues to the lustrous string of 

pearls ( of individual distinction) of the earlier gem-like music composers (of 
padams) of holy-conduct dear to Sri VSnkateswara. 

Com: This is the poet’s first verse of auspicious beginning with ‘Sri’. 

Leadership of poets is ascribed, in this verse, to the earlier holy music composers 
(Sank3rtan3c5ry2s) who sang about Lord Venkateswara. A split up of ‘prabhSvaha- 
ka + vinayakatva’ renders the facility of remembering VinHyaka also. The word 
‘Srf along with the meaning lustre, carries certain other meanings too. One of the 
other meanings is ‘trivarga’ indicating the gamut of the entire worldly life consisting 
of dharma, artha and kSma. Isvara means the over-lord capable of rewarding and 
punishing. Lord VSnkateswara has the power either to reward us with what we 
think wordly-good or progress, or punish us ( in our mudane-life). He is fond of 
His devotees. Remembering the music composers dear to Him can result in our 
worldly good too, it is suggessted. Again, ‘Sn’ means Saraswati, the Goddess of 
Learning. ‘VSm’ is the mystic sound syallable in ‘VSnu Syamala Vidy5, capable 
of giving literary talent, in Mantra SSstra. Thus Sri V5nkat£swara is the Lord with 
the mystic syllable *v£m’ identical with the Goddess of Learning, in His cheek. 
This suggests that it is only natural that the music composers who sang the Lord 
should acquire leadership of poets. No need to say, the author, with a similar desire 
for leadership, has chosen to utter the name of the Lord. 

1 .Though the leadership of poets is attributed in this verse to the 
earlier composers of padams it is not difficult to guess that the author had in his 
mind mainly his grandfather, Tallap5ka AnnamScSrya, who is hailed as ‘Padakavita- 
pitSmaha’ or the creator of poesy of devotional music. If we take the phrase* purva 
padakavimani’ in its singular sense one cannot help remembering Annam3cSrya. 
Then the phrase* vara Karaihbu’ ( the valuable pearl necklace ) springs to a new 
life. When Annam&cSrya, as a boy, had his first darsan of the Lord and recited 
the centum of verses composed earlier by himself, theLordis said to have slipped 
His pearl necklace on to His own sacred Feet and blessed him. ‘Varam’ (boon) 
is fulfilment of a desire by the grace of Gods; ‘hSram’ means a string or necklace 
of pearls. This item of the Lord presenting the pearl necklace to Annamayya is 
described in ‘AnnamScarya caritra’ composed in dvipada metre in Telugu by 
TSllapaka Cinnanna (Cina Tiruv£ngalan3tha), a brother of the author of 
SANKIRTANA LAKSANAMU, thus: 
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“As the nambi was doing the ritual worship nearby, the boy, in great 
devotion, supplicated for the grace of the Lord by reciting the centum of verses 
composed by himself earlier in His name, and the Son of YasOda, (Sri V£nkat£swa- 
ra here) made the string of pearls adorned on his body fall on His feet, thus showing 
His grace. The priest, seeing this was wonder-struck and coming to the boy happily, 
offered him “sathakCpa.” (AnnamScSrya Caritra -page.26) 

That the author Cina TirumalacSrya, is meditating on AnnamScSrya, who 
is a composer par-excellence and author of Sanklrtanalaksajiamu in Sanskrt, as 
the Leader of Poets, is the point here. 


2. ‘Pada-Kavi’, here, has to be understood as l v5gg£yakara’; ‘mani’, 
a precious stone, indicates only excellence here. So, padakavimani means uttama- 
v5gg£yak5ra or the best music - composer. ‘R2ga ’in music cannot be known by the 
mere knowledge of its regulations; a composer of a libretto-song is needed. A song 
is a composition fit for singing. Musicians call the words of the text ‘matu’; similarly 
the musical element or the musical setting is called the ‘dhatu’. Thus, one who 
constructs or composes the words of the text and the musical element of the song 
is called V5gg£yakSra , v2k’ representing the words and ‘g£ya’ representing the 
musical element. Ancient treatises on music contain the classification of ‘V3gg£ya- 
kSras’ into a threefold division of uttama (the superior), madhyama (the middling) 
and ‘adhama’ (the inferior) types as also their characteristic abilities. Narada’s 
‘Sanglta Makaranda’contains the qualifications and classification of V5gg£yak2ra-s 
and g5yaka-s (singers) in the 4th quarter of its adhySya (chapter) on Sanglta. Again 
P2rsvad£va’s Sanglta Samayasara’ considered to belong to the period 11-13 
centuries A.D. has in its 8th adhikarana called ‘gitSdhikarana’, not merely similar 
information but also the mode of testing them. ‘Sanglta RatnSkara of Sarr^adeva 
(13th century) is a famous treatise. The characteristic qualifications of vSggeyaka- 
ra-s as enunciated in this work and as explained by its commentators, Kallinatha 
and Simhabhupsla may be stated thus: 

In order to know the right and wrong form of a word, a vaggeyakSra should 
have knowledge of grammar; for a command over the language he should be 
acquainted with dictionaries like amarak5sa, etc; he should know prosody for a 
knowledge of sama (even), ardhasama (half even) and visama (uneven) verses. 
He should have the expertise to make verbal figures of speech like anuprasa 
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(alliteration), etc. as also the semantic ones like upama (simile), etc. He must be 
knowledgeable regarding rasas,£rf)gSra, etc. as also the emotional affects like 
vibhava-s, anubhavas and sanc3iT-s. He should have knowledge of various countries 
to know the intonational peculiarities (kaku-s) of Pancala, etc. He must know many 
languages to enable him to compose ‘desaila-s’ (music compositions called 
Ela-prabandha-s in different languages pertaining to different countries or regions). 
He should be acquainted with all the 64 arts like music etc. He must be proficient 
in nrtta (dance) glta (song) and vadya (playing on instruments). He must have good 
voice. He should be knowing the laya in its druta.vilarpbita, etc., modes, the tala 
like caccatputa, etc, the kala in its soundless forms of 3vapa-s, in its sounder} forms 
of dhruva, etc. He must know the six types of svara- kakus and desi-kakusi . He 
must have great talent which makes the subject on hand impressive*. He must be 
able to sing sonorously. He must be knowledgeable in d&si-ragas like SrT-r3ga, 
etcJHe must be a good speaker to hold the attention of the audience in an assembly. 
To enable him to act as an adjudicator in any competition he should be very 
objective, devoid of personal proclivities of attachment or hatred. He must be a 
man of mellowed temparament. He should be good at observing necessary 
proprieties in order to maintain the build up of sentiment or rasa. (Impropriety 
is the cause of the fall of sentiment). He should be able to compose in sweet words 
musical compositions like 513-prabandha, etc. without resorting to plagiarism. He 
must be able to construct new musical element (dhatu). He should be able to infer 
and know what others are thinking.He should be one whose compositions display 
not merely the rules alone but his genius also. He must have the ability to compose 
quickly too. He must have the ability to compose and construct songs that imitate 
different musical trends of different compositions. He must be able to produce 
gamaVa in all the three tonal pitches called mandra, madhya and t3ra without 
fatigue. He should have the capacity to do the 3l3pa in its forms of ragalapti and 
rupakalapti, with their variations. He must have intense power of concentration 
not to lose track of a sequence. One who possesses these qualities is uttama- 
vaggSyakara or the best composer. 


One who can create ‘dhatu’ or the musical element in abundance but 
dull in the composition of l m3tu’ or libretto is a mediocre composer or madhyama 
vagggyakara. Again, though one is good at both ‘dhatu’ and ‘matu’, he is also 
mediocre if his musical compositions are not impressive. 

One who can construct the ‘matu* or libretto in a sweet form but dull 
in the case of ‘dhatu’ or musical element is the worst composer or adhama 
vSgggvakSra. 

One who is a vastu-kavi, i.e, who can compose with a story element 
is uttama. One who is a descriptive poet or varnaka kavi is a madhyama or mediocre 
one. One who takes the ‘dhatu’ or musical element constructed by others and fills 
it with his own composition of ‘matu’ or libretto is the lowest and worst type. 
Such a one is called ‘kuttikara’. (vide S.R. 3 praklmadhyaya, Adayar Library 
Publication, 1976). 


6 



2 . 


Soil aSSa® 0 foc» 3 < 3 bSi$ 

dSiS^dS} 

aay&ostT^as** 

S'SS'a 3a\oHCia£5&o «fc£>aasko^S - . 


®». o®^d°S ©a^dk SWofoSiS sa®*?b«^©lS&^eJ' , *}i5£o PS)1i*otx/P a-a 
5oo ^ ^oStj»-t5oSd &a aao 3s^n» « aao ^s'&psai'aioa. 

ar^ii-S* ^3o£* aa^oS 6 sa «sa&> ®»Sn®C6, ao&a’-cpQ^ttj, aa S 2 )€r» 
a^ra^sr 8 ©cc»a <r>ca»s ©a^aid&^ao iScbn’ 8 ^ ‘SiS'^.oojsp^ao. ©a^ax' 
<T®&g©^ «£>^S5oc53og, ©a^di^or^S", ©ajdSLr»6£, ©a^d&foSi, ©a^ax'-SPa^ 

©a ■S>6 , j r aao &oa. 


1. S'© aa^o a«c as$a 6sa> ss°t<£o s»e e^cr>©a^ot3fc s^a ©a^ 
s5oca>^ ‘ae ga^pfoo a«foos«»’7v ©a^ocoocag*^©. 

2. ‘aao’ < «fcaaa , '2ooa ©aooS 6 ^ogtx'-aoas'a 3a\oo a© aao aa 

4— 4— ©J O 

^tssai a'o&oaa t,s ©$(>d£>o. ‘ifcaaa’aoa^s&aj &«a^ 

s®s®££ aaaaa jaa^aao (as^so) sj-»c» assajoa sa^s aao 
as^aox*, eraaix’ 8 , ©aosa*x» ©o»a ao°cga^ n»ao d'&accooaa 
aiS's ©a^dsjo. w ^a^aao ©aoa a^opalk g&s aao aaax-» 

aoa^a’aioaS) ©a^K&lk. ©a^a^d&g aao acps^a & a-a^oaa 
&r i a , > eo aj5^>a j^ocs. 


JL ‘aao irasoo’ ‘a&Sa "adSispo’ ©3a saofo© a^aafoo. >oao aaaoS, 
®»c»a^ a&a& ©oo^Oi. $sesaxia sa a°o^ ac°a^ 

aajao'Cpaj: 


“7v»oasjo dsja^cssr 0 ^j^o a^oo®<?ac5°s^gSo 

aao sa^ «s3a^ai a^ssr^aospagSiii 

dsos^oa e^egjSo ss^o aaao«sS> 

a&jao^aoao-a ss^ao a^aao a^sSn 

©o»©oa aooeoa aj^as»ooa sa^yStT 

ao»©oa ^aja^Sap a«ao sa}75 a^sSSir’ 

(;r»to^. 4P. 32 ©cs®£- 25, 26, 27) 
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Verse.2. 


Tr: As Tajlapaka Annaya sang the Lord of the Effulgent Vgnkatadri 

through his padams of ashtonishing skill and excellent poetic qualities, the padam 
itself became the lastword. 

Com: In this second verse the poet makes a direct reference to TSUapaka 

Annamayya, who was not only his grandfather but also a SanklrtanScSrya and 
creator or grandsire of Padakavita. Traditionally Annam3c5rya is varioulsy referred 
to as Annamayya, Annamayyangar, AnnaySrya, Annayaguru, Annay3c3rya. 

1. All the qualifications and skills of the best vaggSyakara enumerated under verse 
1 are to be comprehended under the terms‘ashtonishing skill and excellent 
poetic qualities’. 

2. Padam becoming the ‘last-word’ could mean variously: that the padam attained 
revered excellence on account of its use in singing the praise of the Lord; that 
it sings the Universal spirit resident in SatyalOka and who is described as 
‘satyam.jnanam, anantam, brahma,’ as tha last word (tudipadam) refers to 
the highest abode of Heaven; as Brahman is ananda, the padam suggests itself 
as the seventh Heaven of Delight; that the Padam attained its acme in the hands 
of Annamayya is clear enough. 

3. ‘Singing a padam’, and ‘marking daru’ are the expressions in Telugu. A song 
is called ‘padam’ and tala is called ‘daru’. Bharata defines padam, in his Natya 
Sastra to this effect: gandharva comprises svara, tala and padam. In this, padam 
is evocative of svara and tala. Any small meaningful syllabic composition can 
be called a padam. It is of two kinds: nibaddha (bound) and anibaddha 
(unbound or freej. It can also be atala (without tala ) and satala (with tala). 
(N.S.32ch-25,26,27). 
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‘»je, ®»$, 3o®s^g'3jaa ‘n»ocse$’aoa 3a®^aoKa®, o®od£ s$o®a§ 
o®c®a§ ©aospagon® &o£ a«&$ ‘sao’. ©&c g^sikaa (©caos'aoa 
aj®to©«5* sopd^oa) a § , o3'2o^p ‘aa’ aoa&oaogooioooa. ©a a«aaoa 
©aejaaoa ^o&j aa°«»n® 6osaaoj. gp^oS 6 &r°&, ar®$o <Ssooa® gpc® 
6o&aaoj’- ©73a sjg^.4 ©o^d&o. ‘r^oacj’sss'Sa ssj®s aofto®a§ t>co. 
c3$ aofto®a^ ‘n®ao’ ©ou®eo. rc®oac^o Koasoj©o (a<53r®ftoaoa; ©a®a 
ao(3o®d&>o. ‘n®ao’ a®tefts®Cbeo gr»©pa. n®a®aogr®©on® gr»6ja ©eao 
£f3oa ao®©gr®co^ aaa® ‘aao’ ©a&o-aosootoooa. a^cer®©®© wasp^so 
s^ao a®a2 w^dSion® acySatooaotJa aao. ‘aao’s^a ©caoST&oa ar»o®^ 
n®<35b5je» ‘ar®s>’ ©ota»c6. ac^ara a^cpoS* >aa/\a tdS7®o*®a^ ‘a®«sbs§>’ 

(music/musical element/musical setting) ©oi7®Qo. a®So&ia'3oa fi®ao. auan®ao. 

9 <l. da 

■&« aEoan®ao i^a'Soa (at»a®e>so (aa®©so) 6oci ©&so ©oit®©* ‘aao’ e-gt3. 
©S(as®gg - aja ar®to ^o® ©caos'aoa aj®to aao ©a a^o. ‘£)So’ o®«© 
csps^ gaja,a)^o an®aacft>aia, a®to£o (3€r*g£ E7 # oP3ogceaaoa ac$aa®©o. 
a^o^a aa®$a<ssio acs»©on® aa^cJ. aao ©oto a°o ©au®a§ gc3 
a®(g^o. (s^a e-g a 0 ^ ©aaco. aofts -p ay off* ‘a®o’ ©73 ^ssp&t.g 
aao e*gti 6oa. a>a ar»axr®eD d®oao © s^dsp^gon® a o ooagr 8 aaj. 
(S83oq°a§ 732^a ©Co ©on®€£ ‘a»u’ s-gti. ©aaaa®a®£© toa ^t3o3 

aflafto^a jpcf^o®©so l a®o’ ©a t>co.) ©to iP^p^caoofS" 6 sa^u^ 
(Sgcc* fto®e» (1) acb£g a» (2) aaaco^aoo (.3) ©aco^g aoo ©a acj®ao 
ao°e» (ao. o. 5-57,58) ©on»oi «5soo^® ta©o aos aj-^eoa'aoaa 
‘saaco^go’. sja aod aao 3o® aoiea aao. s®n® aao ©3a aoaac 
"Soa a®to ©<§)«sooa. ©otoaaaoa®^ lea ©a®^ aoUi^a ©a®^ ©a^dsoo 
E.gtoaa^aj®o. 

A»a®aogp©on® gpo^a atsaao®a5 aofts ^a,; [Koa®€£ ^atooaaoo, aaoj§>, 
cj®agaoo ©a^a aar®a®os»sa t>co. |a«ooasoo, aaaoo ©3 3>c aaaocssoaxr® 
gauao<aooa. softs -r®^ ^oa®^ ‘^aoa® (Sooaaoo’ _ ©at^^aEoSo^ 
‘(aoa®sa’^o i3ao ^so a®sso£* ‘[aosS - aoftso’n® ieoaEoaosoa^a. lea 

gEPas aa «EPaSgr®c® aaaodsoo &x±&. aotfo®^ ioas®c a 0( acs»«sjb^ 
‘l^’ao ‘aff* ©aoo g^. gpogo^ 6 n®aa®^s^aoa^^ Ica©^ aa®©atoo 
6a^a. 6o®a*eo5j ^coaca®ao Ica©^ ao»©aoo ^ibato. &or?>S~ s>^, 
ao^cMSsoif* ica©oa®^coo; a®t3a ‘sa®a©’ ©aoaoj® ^a. c.sa®^^" 7 ^ 
a& is.a a»o^ao0a®c5Sjo e-gti 6oa. 3©onoS^ar® aj^ aas. o®aon®ao, 
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What is called gSndharva has been put on boards by 
gandharvas; it has an ancient tradition. Gana is that composed by vaggfcyakSras 
(music composers). Any composition of meaningful words suitable to music 
can be called a padam. It came into existence as a prop to svaras and tala. 
Musicians and singers call the meaningful words of song (or libretto) ‘matu’; 
the musical element sung with the notes sa, ri, ga, ma, etc, is called ‘dhatu*. 

Gana composed with dhatu is nibaddha gana or bound music. Compositions 
meant for this bound music are prabandhas. These have six components and 
‘padam* is one such. It is clear a padam is a word or words expressive of 
a certain meaning. Nrtta, by definition comprises tala and laya; nrtya interpre¬ 
tation of a padam through dance; natya is imitative delineation of emotion 
of all the three worlds. Padabhinaya has long been there in nrtya. This is 
evidence enough to show that a padam is a song, called ‘pata’ in Telugu or 
‘pattu* in Tamil. A precaution is necessary here. There is a technical term ‘pata* 
in music. We should not confuse that pata with this. That ‘pata* is one ol the 
six components of a prabandha. Sound syallables produced by hand on 
instruments called avanaddha vadyas or membranophones like mrdafigam are 
called ‘pata* (ex. dhigi-dhigi) .Again, prakarana-gitas enumerated in the chapter 
on Tala are of three kinds namely( 1 )niryukta (2) pada niryukta and (3) 
aniryukta. (S.R.5-57,58).Among these, padaniryukta is a composition consi¬ 
sting of only devotional text and devoid of upGhana and pratyup5hana 
(meaningless or nonsensical words). This is stutipadam or SankTrtanapadam. 
Thus padam! is devotional song set to music. Padam, kirtan and sanklrtan mean 
one and the same thing. Prabandha, vastu and rupaka are the names given 
to a nibaddha padam in treatises on music. These are synonyms. Interchange 
of prabandha and padam is also seen. What has been designated as dhruvapra- 
bandha in technical treatises seems to have become ‘dhruvapadam’ and is 
presently called ‘dhrupad sanglt’ in North India. Interchangeability between 
kirtan and padam has also been in existence. A kirtan is called ‘pad* in the 
klrtankar sampradaya of Maharastra. In Karnataka, klrtans in dasasampradaya 
are called padams. For example it is well known that klrtans of Purandaradasa 
are called Purandaradasapadas. There are klrtans in the vaisnavite tradition 
of Bengal and these are also called ‘padavall*. In Orissa there is a school of 
dance called ‘padavaltklrtan* tradition. Similar is the case in Telugu also. 
Padams of Ramadas and Peddidas are also called Ramadasuklrtanalu and 
Peddidasu klrtanalu. A kirtan is generally in praise of Visnu in the form of 
Krshna etc. In the South, Rukmini and Krsna are worshipped. In the North, 
Radha and Krsna are popular. When erotic sentiment, n3yika-nayaka bhava 
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' 2 ) 60 ' > JSje> 30°o33 0*330*33 1^303, "3acs®33 1^303 e>3oo 63^ c5. Jg£ 
^d®ajjgon® sa^scaa Sjtsj i^p <$*o€f® toS^ef S^SOSto, esoo 6«0^ 
«o€T« 0 * 0 * 5 ^ acsxr* s»3oo ss© le3/3o4e3€£ *)oito*»4 3 »ca>s® ^PdSsg 
«r>iP»S 33 $ 3 C « 5 Si (>SS33«P£0 SayS^Bi ‘seS’JSs'S SSr>toS 3 *)ofi»C 0 qoJ 5^3 

n®jp©^cJS3 ann^ tww «3 ©go S^&oa. datftfcoe* aassots £ 

so2b€r>e'«S3 f^adt&oa. 333?b£f e gy®a® $jon»c (So^eJ ©oscssros isc-ck?? 

30*03, >CoK d*rf30»03 qo®ot3-S. •>*£> 4e3©3oo 

spajg^ &S3 33353 30333. tSKPt «DoCb^dSViD ®»£KO*S3», 3^37®*®^, 

£^36"© g)tfoo3> S)ifc©5 433©$) esoO*"^ s®3 3o*«3oo o®& 32 £* 633too 

S3jo-3&3. *• ° 
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and srngSra became important in this worship padam acquired a delimited 
sense of indicating a musical composition full of erotic sentiment and fit for 
using in a dance performance for interpretation. One finds this connotation 
of padam in Tamil Nadu. In Telugu also Ksfitrayya Padams and Sarangapani 
padams are such. They are used more for the purpose of dancing than for 
mere singing. We know these are not called klrtans. Similarly, one cannot say 
why, the compositions of Ty3garaja, Sy3ma Sastry and Dlksitar are called krtis 
or klrtans only; it does not seem to have been in vogue to call them padams 
at any time. 
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S.II JSittBdioceS^oloSoejj ©i3i$3S 

go.ii iteSSacoeo 3 

0'S5SSx»«» »Cc«S 5OI0 SCaoOJJ»^*e 

o^aaaweo n»«5&>23g ® 

o»aaacoe» cpgd^gd&^dSisa&o^ - 

go. II i 5 oaj^JS> 3 e» ekfibote* 

$oo33xe» asisogaoojSJSss^g foCT» 

JSoes^SJSijeo »sa»iS $ 

«r 

JPoesSiSajeo o®g>gd&^di>;SdS 3 Aj£' 

go.u d® 6 oeaeo 3*6g&>es® 

^Coea>e» 3e»S328 So^pCSoO 0 
afooEMeo tt^cSg 3 
3*{5ot»€» £T>g 3 °g c&^dk2£52x£" 

go. ii "SdSotaea iSPo^cSg 

SPfiouoeo JSOgSiJjijoeS Ibes* 

«Pd5ocjie» gjdSoes^ 

ajdSot^eu o*g£»g d&^d&aaaasf 

°*" 0 "gd«g ti^aj^oTOjtt 3og«r*3e>sa 2 bS S 3 do 3 35^3 Soles 
Sn»«» OcrotSiSo'tj «>3- ““ 

g&AlS^oaj. 32^ $5^3 Zy^S^oTP S^So 33^cx. SSjojO 0 © 
2 ^ot^ 2 i doll. jSjj» 2 gg 3 ©^ 3)t3oO 3J"»&>coo. 3«ii5sr>d3 5 ®d 0 J 5 oo°ox. 
(n®dk5iegi tf^> 3 >cx). ( 3 J 

SSj 2 »jS 5 Oofofi® do*j®cx. 3&i focr>©geSi^)©^ 3 aS 3 "S^coo. 

32gJ§> ■5'^.JJ) rbCPoS 6 S^SO?) doO'cao. ££ 3 $ 53 ;i >3 

2)45i©2j •CSr*2>OvSO'2)§ 3e»{5s®33 esoss^o e?>K 52)^^>cx. (.zji) ** 

3iSKe3; ^apSgjSS^j e&SP3n® &>©2>3^cao. c 3 sS«J®KdP©oe 55 i ff£SS «53 
«JSj) 0 »a«CP>eir» ®^ar»cDi. 3e»3**€£ 3&>gn» aojfoSb^oootj'ax. ( 5 ; 

»a '4a»<. 3 ) 0 *e»j*o> 3“^ -&33 23<r» 3 S»ca S)cs»spa»^. 

»eJ5oe» w3«e52&5t33. ( 6 ) *“ 

CJ CO flo 
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Verses 3-6: 

Tr. Tallapaka Annaya’s sanklrtanams (devotional hymns) on Sri 

Venkatacalapati may be delineated thus: 

They cleanse our sins; help configurate devotion to Hari; generate 
all the miraculous effects of all mantras; protect those that sing them (afford 
satisfaction to the singer-musicians). (3) 

They are colourful to the mind; break, the groups of bad qualities; 
are fastened on to the pure qualities of Hari,the progenitor of Brahma; act 
like miraculous collyria (alijanams) in spotting the treasures of wisdom.(4) 

They are essences; bring the grace of Hari like an unrelenting 
shower of rain; become ambrosia for all the Gods; act like pleasure trips to 
many countries. (5) 

They are verily the VSdas; enunciations of scholars in PurSnas 
musical notes of poesy from the vlna of VSni; those that have pleased the 
good people.(6) 
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ST»£. ©a^iSod&Mj SO°e» d'd SFOaoicsao x^s*©! aiO(5*d°aae>5* SS ^d3o; 
SPfc3§ SSjo^oS 4 aajP>a]ka (SijnSo doCS ©O^dko. (>«ba S©5bo 
ttPd&So 3a toes 38ai© ©a^aodS^So ao3«j ioaj^ wdfca 

‘ao'Se©^©’ ©3 atfo 'Sogta^Ojrf &|teo-a ^2o. 'SooTS ao3 
ttPdSfcSto. -&« © 0*0 ©^aj’-O’O^ 3©j3€r® ©$>©©oaadoa). foSon® 
&o<£ SO S^d»o fo©} 3e»ai§®atT‘ , Sl Sea Os®©.- ©ozsSeu Si3® ai©£f® 
S®dSr®£* ©iJ^ e£aas®a^ fo3 wKu®S§ ajS aj©$*>c5S7*eo. 3ogto*$© 
ao&ao S^SsOcHoSj ©da®an® SoS&oCSoto s»dSo ^atfootfaSS f*©OS 
ZvZoTboQi. t,g©S 1©^ ©o£S&SS §*®)aa©as3j 32o SOiJiSjjo gtf! 

■^ogt^©}^ a©$3a«r>ScJ-®6. ©a^axS^SCPeo q^bal ©a^S© 3 «cr®dl 
6d®dS7®a^ (SjSj aSb^iSon® 3"5^ 3o®eSi, Sj^ 3 aJb^iJon® 3"S^ r* 
CTOoST", S»OCPS2b^don» 3"S^ S®SP£©go £>aj®(3o bh&%). «J»t3 S®©a^3 
%>&> si«Poi3a ©atoo. 

Q 

1. ‘gJ»«ST ao*g3’ ©3 0°<fc^^oi ‘i©a’ ©3 SOo3)t3o&. S©3i*$© 
fo«®ea> d»oo‘&» lea. ©a 3«ajn® aa^aco. ‘£©so a»a$* (3®go 
6er» (SrpdbSo’ ©a $p©^« ar®u. ‘so£cso $Ka<5® foog©^ ^ax^o’ 

©S ^JSiO^Kado. $Kao3ba ib©&), foCT®©a^, iboeao 7V®ao 3d3c£too 

ao&ao. sjo $§£* $r>Kaja 3a^aaa©o &k. aaaa £££® Saba'S |*a», 
a^©o, d®a-$>aa, ©o^a, aoaa, o®a£, a^, ©a^a'Saaeo (ao)%|aff®3 
©oae^sS^dsas sa^aasj. (I.*. 7*cr>s &>o& ^J.*. i7*or®a aa©a°g $n>© 

33*06® oS, 6fi£k(3$r®ao adaoa3 3d^©. e^ospcdotf® ajs*©®^, 3*o 
(I. *. 10 *o®g3®i3'3 3©3%d5»e n®&>e>go6®3oa. a^O©^ qg^JSieSa 

3»®aojaa®d&>o s®a*o®a§ aapa. (ga^togoS^ t^aaa bsi&tsg&o a-qysa). 
asS*©'^^® i©as®8 so(3o®d£r®a3 o®6 c&e^doa. 3®£><3cT, 3bs®o®Sj 
aot3 $ga©o &aaa»s®a£ s®©e»o. -©« £©as®o ao0a®di>o€r® s®©&<si> ao0 
epdbaja, jj »©^.6 ao[aD»c33baos 3o&> ao(az3°(3S7»e»a^co3. St36® s®©6dSi 
ao0o»dSjo iea/aoiea aa©§ as^5j»«io ©aa-ca^. spo ^.6 aojacj°dS5o 
© ©igiotjjoa. ^ a’ao ‘aaa«’ ©s ‘a»©ga’ ©s ©aoo 

*%• »joo B 'p'o5i ©a^^ag^oa aaaos ooifoisc 3S^ao. "laooaj© ap>^ 
aacfcojraja h&o ‘aasco^’a^a aoA«s©o^g©o (5-58, 59) 3^a^a. lea, 
aoo aa7*an»^ ©a a^o. ga^a «j°a.^®a ^©oaecpaj© ‘^ada i »ar>’oaj 
l^aoS), ao°e3& ©atoo 6oa. o°^0g s^Ocson* aj^a®^ ?b£3o i> <§’ 
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Com: Those who sing the Lord by singing the padams of Annama- 

yya need no other mantr6pSsana-s.(vide verse 23) It is suggested that they 
have the miraculous effect of mantras. (Saluva Narasingarlya, patron of 
Annamayya for sometime, put him in fetters for his refusal to compose a 
padam on him. Annamayya is said to have addressed a song beginning with 
‘sankelaliduv£la’ to Lord V£nkat£swara when miraculously the fetters fell 
down unlocking themselves. This incident is recorded in A.C. by TSllapSka 

Cinnanna, a brother of the author of S.L. These sanklrtans are the easiest 
means to spot the treasure of wisdom like collyria in spotting the buried 
treasures of wealth. Singing Lord V£nkat£swara does not merely bring the 
Grace of the Lord like an unrelenting shower of rain but also gives the result 
of worshipping all the Gods. It is only the Absolute that can give the results 
of various other Gods. V£nkat£swara comprises all Gods. Annamayya’s 
padams are in no way inferior to the V£das, PurSnas and KSvyas which teach 
us the way to get fulfilment of our desired objectives and avoidance of the 
undesired by their commandments, friendly advice and affectionate sugge¬ 
stions respectively. This is their literary and scriptural value. 

1. The word Klrtan is from the verbal root 1 ‘klit saihsabdan£’. Singing the 
auspicious qualities of the Lord is klrtan. This singing pertains to V'snu, 
often. Ancients have spoken about the singing of Lord Visnu: ‘Klrtanam 
munibhih prCktam, hareh 1H5 pragSyanam. Srlmad BhSgavata says* sa- 
nklrtanam bhagavato guna karma n&mriam’ -meaning singing the names, 
qualities and miraculous deeds of the Lord is sanklrtana . No need to say 
that this is part of devotion to God (bhakti). Among the nine types of bhakti 
all others like sravana, smarana , p5das£vana , arcana, vandana, dSsya, 
sakhya and Stmanivgdana get covered in sanklrtana. India went through 
the bhakti movement from 7c. A.D. to the end of 17c. A.D. In South India, 
MahSrSstra was subjected to foreign invasions even by 10c. A.D. It had 
to protect its own religio'n and social structure. NSthasampradSya seems 
to have helped in this direction. (In Karnataka VTrasaiva movement of 
Basavana came up later). Klrtankar sampradSya came into existance in 
MaharSst a. Devotees like N3md£v, Tukaram gave a fillip to this. There 
are two schools, namely Naradlya and VarkaiT in this sampradaya. 
Naradlya school may be said to be much closer to the klrtan /sanklrtan 
method. Varkarl school imbibes more of bhajan paddhati with the 
audience joining the klrtankar. This klrtan is also called Harikatha. Bharata 
has defined padam as being evocative of svara and tala. S.R. calls a 
devotional panegyric padaniryukta (5-58,59). It is clear that klrtan and 
padam are synonymous. Purandaradasa’s ‘d£varanamagalu’ in Kannada 
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gPU®op>0 t&p (3®o«r»€£ CoS^cf Sj^o g$S, 
«38SCT»«r 'SooOeiS’O &aQsr°Q&o $r®5 n® CPCpgjOg© SO 0§§ ©©owO^soO. 
3on®<F€i*3 Ji^O S>o0O»cSS)6fi < -S* $S§3 ho©^ ‘Sa®0©’ ©3 f IsO©’3 gr®c® 
®c*j»co. »oo 030oS*3 ‘aoleo «gssoo,* oo^cft) ‘sds^o’ 33j';pes®©3 ( }3 
scopeo. -s* ‘ooom, |3«ooo»’ oopjpes®©^ 14 oo^oS^o ‘3o&a *ep© 

(063Pn®3}«i3 3CP6tfo ©S§>ifcoO. 


2. ‘osoo®^ [O^cssj^ Soots’ (ooOOOoo ^c&otoOeo 3*osoel s®3®<£o 

gOag Oio^Ow) ©3 0iO(iJ -P^o ‘jtoS OO^^’ t.gi3. Ooo(iJo 

OOy&T® foCb^ ii&>gr®<3® 33^a®Oj. ejOo^gpa® 0J®0»33o (l2o. 

iSOSj Op^o SSej^Oi &3®o;OJ§)n® esSoOOo OiO^OiO. 3)iJ&>oSa SOescto 
fc»fi® tsioOoo ©00x>. 200^^ gPG® S®D®£3^ (effect) at3 ©Oj3p3oSC 5 
Ao3 (inferable) S®3 ©3 03 t 5^> &&> OiOSo ^^oA» 6o££Si. ©O^&idfcgn®© 
OoleOeSo 3iO(tf«J$o 33^00 gS^O 3^0.0. ©o3s®0j. OolsOeo J?630 
3®00©k03. Ooo|il aO 30©§ 3£fc>3on® ©tP d®<£;p SSjo^Jo |00djol5 
SO®^ SSa©^ q& (OOO^c&Ooo OidoiJ F?3^ S'la.o. 
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are called kirtans as well as t>adam« 

MaftarSstra and Gujarat perhaps due to the & 1S * ? 0pular Deit y in 
Rukmini and Krsna are worshipped in MahaJs^f p ' ox,rn,t >' ot Dwaraka. 
Gujarat and North India have San If'^"‘’t 

songs m the Va^navita traditions of Bengal are caikd padsvlfrandklmps 
point ts that sanklrtan and padam are synonymous. That this padam 
and the classical term prabandha are also synonymous is confirmed by 
the author s use of both the words in verse 14. ^ 

‘ Man “f Myata iti mantrah’-‘that which Protects the practitioner because 

of the e f 0n ’ rV the ,. etym ? l0gy of the word ‘mantra’. MantrasSstra is one 
of the esoteric disciphnes. A mantra is to be kept a secret always Even the 

ToTthe K t PreCe K 0r 1S r n0t t0 be revealed - ^ japa saent “Potion is said 
o be the best; repe ition of mantra being audible to the practitioner is mediocre 

(it is called up5msu); repetition of mantra audible to others is the worst method. 

Also the power of the mantra is to be inferred only by its effect (kSrya)- the 

mode of its working will not be clear to us. The significant point is that the 

powers of mantras are attributed to the sankirtans of Annamayya. Not merely 

this. Sankirtans are to be sung full-throated. This is against the japa metho- 

d.More significant is the point that these sankirtans give the miraculous effects 

like mantras despite the fact that they are sung in a full-throated fashion. 


3. Treasure-hunters are said to use various kinds of collyria to find the spots 
where treasures are buried. Ointments applied to the eyes, a betal-leaf or over 
the surface of a thumb-nail are within our hear-say. Treasure buried is 
concealed. An anjanam is a miraculous easy means to spot it out. Similarly 
are useful the padams in visualising the wisdom treasure concealed in Vedas, 
PurSnas and KSvyas. That is exactly why the next verse says the padams are 
verily Vedas etc. 


4. All living beings desire happiness. It is of two forms: fulfilment of the desired 
and eradication of the undesired. That is Veda which teaches (us) a supra - 
mundane method to this end. This is how SSyanScSrya has defined Veda. Vedas 
are apaurus£ya, not composed by men in mundane fashion; they are said to 
have appeared before the sages who were seers and heard by them. This is 
the traditional belief. In sangTtasSstra also apauruseyata is attributed to 
‘gSndharva’ because of its hoary tradition (afiadisaiiipradSya ) etc. (S.R.4-2). 
Indigenous tradition called ‘g5na’ is said to be paurus£ya on account of its 
dependence on the composer or v5gg£yak5ra. AnnSmacSrya’s sankirtans are 
obviously ‘g5na’ and hence human creation or pauruseya. When these are 
called Vedas it is tantamount to attributing apauruseyata to them. This makes 
Annamayya a drasta or seer like those of Vedamantras. The suggestion is that 
Annamayya’s compositions are inspired ones and that he is as good as a rsi. 
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5. SC3°e» S^Oosaeo’ ©a&o^f 6 ©od3© s»5j SX$ 

£®e» »J®3o3u&>&S^). S*^©) [50°^oi7> (1) a^CS®^ (2) a®Ks®$jS§) ( 3) 

es^cr»« s®&>3) (4) 3«S*&$ (5) J&^s®^ (6) c&>o(iS s»So^ es>3 wOo 
Cs®©3. S»5jSg) ©>o1b $$5 3s®So. e-g SjCoS* aoS^g »$0 o^cSj a^Cs®^. 

sja c^KoS" 6 tc^&as&oa. ta o®n®a§ a^^-cr^car® ©a o®Ks®goj§). &,g 
o®ko£* 'Se’g o®Kcpy3Sj »a esa^a°«s»so^). 3«a^srarojutS wdir® 

ga©ci! c5*5®Sj^). SSsao^e) cSSr'lSoog gMSr® s^a.o Ha^g 

ep^a jg^s®^. ties, tea^S ^a^Sa dko(«J®€£ («5&a§ a^ 0®Kij®jdSi 
dSjo^s®gi§5. -s^o '3«s®go 6||i8oa«&aa ©aacbjai. 


6. «9a^aj®-j®&!£© aoiea aojacpdSso «o^acS-3r®a§ ^s®< 3 & 5 * 453 . ^I.g. 
14 §€r>as 3oaa toSMOg^aj®-^^©} $e3aao^ac®dir»a§ wa^&s. w&a 
aoiea aa gao® tcpa^&i. wd&a oaa©aj ‘a-c£j®©’t ‘aa^’ot ©>oo®eo. 
■g«c353a saoaa ‘koswe aca»o aaa®e»’ 4e^©gb a>o-aaaa ©oaa®. -s*d 5 oa 

S'ooff 6 t®«Sgaxr®6 sj®Aa«3b©3 (SS>4&e». g^aj■® tT»Co£© 3 -g* t»«sgaccr®0 

spfiasb© aa^aa «sa aaa aoie > a®©ain®ao 3aatoj Se^a^a. 
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5. Annamayya s padams are called excursions into various countries or regions. 
This description is meant for drawing our attention to the intonational 
peculiarities (kSkus ) of the sankirtans. These ‘kakus are mainly six types: (1) 
svara kaku (2) rSga kaku (3) anyarSga kaku (4) d£sa kaku (5) ksfctra kaku and 
(6) yantra kaku. Kaku is modification of sound. A shade of one musical note 
in another is svarakaku. This occurs in a melody called r3ga. The main shade 
of a melody or r3ga is r3ga kaku. A shade of a melody in another is anya-r3ga 
kaku. Shade of intonation found in different regions or countries as being 
natural to them is ds£a-kaku. Ksgtra kaku pertains to an individual human being 
as his body is also considered a particular shade. Shade of melody that is heard 
on vlna or flute is called yantra kaku. Here, one may say, dSaa-kakus are 
intended. 

6. Sankirtana sampradaya of Annam3carya was not new to the Telugu country. 
Krsnamacarya of 13/14c. A.D. is the first one we know of in the bhajan 
sampradaya. He is the grandsire of Sankirtana Padakavita. His compositions 
called ‘vacanam -s’ are estimated to be more than 4 lakhs. During his time 
Potakamuri-bhagavata-s were well known. It is learnt Krsnamacarya recited 
his vacana sanklrtanams in the presence of these Potakamuri-bhagavata-s. 
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Verse 7. 


Tr: The ‘satkavita-s (excellent poetic compositions ) of Tallapaka 

AnnamScSrya are exemplars and protectors of padakavita; they make bad poets 
shed their pride; they are verily the graceful glances of Venkatacalapati. 

com: Satkavita brings to the mind asatkavita too. We are aware of the 

usage of the words satkSvya’ and ‘asatkSvya’ also. Composed with and helpful 
to the purity of spirit (satva) poetry or a poem becomes sat-kavita or sat-kavya. 
The three guna-s called satva, rajas and tamas condition and monitor the nature 
and conduct of aU living beings. AlamkarikSs explain that the mind untouched by 
rajas (principle of activity) and tamas (principle of inertia) is itself satva (principle 
of self-abidance ) and its excitment is enjoyment and bliss. One suggestion is that 
AnnamScarya’s padams, excellent compositions as they are, are signs of bliss. 
Another suggestion is that they exemplify the best way of composing padams. 
Protectors of padakavita only means that they protect this genre of compositions 
from their name getting sullied in the hands of incapable composers. It is wellknown 
that Srinatha, a major poet in Telugu and contemporary to Annamacarya depreca¬ 
ted padakavita in one of his catu verses by equating it with old and sa ggy fornicators 
and widowed-whores. Those who are not satkavi-s are called kukavi-s (poetasters). 
They are incapable of writing satkavita. Such poets shed their pride on seeing these 
compositons. Such are the compositions of Annamayya. (It is a characteristic 
feature of Telugu literature to praise satkavis and deprecate kukavi-s). Not merely 
that . When they are said to be verily the graceful glances of Lord V6nkatapati 
it means they are purifiers and donors of bliss. ‘Yat£r drstih kav5r vacah’ (the 
glance of a yati or recluse and the word of a poet ) is the adage of the ancients. 
The glance of the recluse and the word of a poet are said to cleanse and purify 
us. A poet is also described as ‘varnanS nipunah’- one who is skilled in describing. 
The sanskrt word ‘nipunah’ means not merely the skillful but carries the etymologi¬ 
cal meaning ‘a thorough cleanser’ (nitarSm punSti iti nipunah). Whether we take 
Him as Iswara (Siva) or Krsna, V6nkat£swara is the master of Y5ga (y5g£swara). 
The padams of Annamayya have been described earlier as mantras. In mantra- 
SSstra, mantra itself is the deity and when it is uttered, the deity shines as effulgent 
light. Such a light is generally referred to as kirana (ray) in a technical sense. So 
Annamayya’s padams, mantras as they are called, represent the Lord Himself as 
Light and become his glances, sui-generis. This is the great idea here. 
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(prosody) or vyakaramf(Granunar^). Here w^have'to'understand ihat 
poenc compositions (padams) exemplify , he 

2. Like in music we have m5r?a anH 

languages too. In Telugu this m3rga-dSs, bifurcation mnS^fo^JV - m ? gen ' ms 

an inscription of Desari Pan4a ( II « A . D ) and later on to the wSdnts 0?^^ 

tSL existMce of dfcii 

also press that it could have been prevalent earlier to 9c *S before 'ft go, 

recorded m inscriptions. UCIore 11 S 01 

Desi tradition is of two streams: Padyakavita (poetic composition in 
indigenous verses) and pada-kavita, (indigenous music compositions) It must be 
stated that pada-kavita in Telugu has not acquired the same recognition as 
padya-kavita. Verses composed in indigenous metres of prosody are seen in 
inscriptions. Addanki inscription of Pandaranga (848 A.D.) contains a ‘taruvdia’ 
verse; slsa verses can be seen in Kandukuru inscription of Gunaga Vijayaditva 
(848-892 A.D) and Dharmavaram inscription of Calukya BhTma (892-929 A.D.); 
‘madhyakkaras’ are recorded in the Bezawada inscription of YuddhamaUa (927- 
934 A.D). The existence of versification in the indigenous (desi) stream precludes 
the absence of padakavita and suggests the coexistence of both. Telugu is known 
to have had a work on prosody as early as 10th century. The Tamil work 
‘YSpperungala-K-Karikai’ (10c) speaks of a prosodical work in Telugu by one 
Vanciyar (vanciyar seyda vadugaccandamum). It is only in the Gudur inscription 
of ViriySla KSmasSni (1000 A.D) that one finds the verses of campakamala and 
utpalamSla marking the entry of Sanskrt metres into Telugu. This suggests the 
prevalence of indigenous metrics alone earlier in the Telugu country. 


Pada kavita of d5si tradition is mentioned in PanditSrSdhya caritramu 
of PSlakuriki SOmanStha who flourished at the end of the 13 century. MallikUrjuna 
PanditSradhya belonged to the 12th century; he was the founder-leader of 
5r5dhya-saiva-sampradSya in Andhra. Palakuriki S5man5tha in his work on 
Pandit3r5dhya describes that devotees of Siva accompanied PanditSrSdhya on his 
journey to defeat Buddhists in argument, singing tummeda padamulu, prabhata 
padamulu, ananda padamulu, sankara padamulu, sanja varnana and ganavarnana 
padamulu. (Tummeda means a honey-bee. The word occurs as a refrain in the 
songs of that name. The bee represents jiva according to BhuvanfiswarT samhita. 
Parvata means SrT&aila, the abode of Lord Mallik5rjuna_-a saivite pilgrim centre 
of great importance, situated in Kurnool district of Andhra PradSsh. Parvata 
Padamulu are the songs sung by devotees while climbing up the hill. Sanja varnana 
means description of the evening; gana varnana means the description ol the 
pramatha-ganas-both important to Siva as He dances in the evening and pramathas 
are His attendants. The rest of the names are clear enough). 
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th ? ugh -ent on treating Telugu as 


one of the PrSkrts, have been mentioning’aTS ^ “ 

Yet they cannot be said to have treated Padakavita J ^ dlge , nous metres - 
KavyalankSra CudSmani of VinnakSta Peddana(1402 1407 j^ prehensive wa > A 
manjari and UdSharana but not YaksagSna in 

slsa, gTti, and different types of akkaras trbadi caiman k u 

as also taruvjsja. Chandbdarpar.a of Manta U435 A.B) .mat?,S' 9^'of 

cTakavitSdat' IlSTm f *1 Uksa w5 ra SangS? of 

Citrakavi Peddana (1550 A.D.) teaches how the different kinds of raeadas can 

be used smtably or talas like 'triputa" etc. in Yaksagana. ‘SaraaMdhra Vraratua- 

kara of Vellatur, Ltnganamantn (c.1600 A.D) gives padalaksana as 3 V* 

of 5 matras each plus 1 surya gaija of 3 matras, with prasa both at the beginning 

and ending of the lines, with caesura after 2 gafias in each line. Metrically speaking 

( 5x3+3“ 1 Sinatras), this is KarnSta Caupadi only but for the nomenclature of ganas 

as smara ganas as found in music treatises like S.R. ‘Appakavlyamu’ of Appakavi 

(1656 A.D ) repeats what Citrakavi Peddana has said about ragada and YaksagSna 

but also adds lSlipSta (lullaby), pendlipata, dhavalam, suwala (pounding song), 

‘ardhacandrikalu’. It was Laksana Dipika of VSrtSkavi RaghunSthaiah (after 1656 

A.D) which not only mentioned pada laky ana and YaksagSna laksana but also 

brought different types of songs under one head as ‘madhura kavita’; Padams, 

daruvus, £l5s, dhavalas, mangalahSratis, sobhanas, uyySlajSlalu, jakkulargku pada- 

mulu, candamSma suddulu, astakas, ekapadas, dvipadas, tripadas, catuspadas, 

astapadas are the songs covered undear this head. Laksana SirOmani of Pottapi 

Venkataramana Kavi (17c A.D) makes a mention of S.R. and Arjuna Bharatam 

and categorically states that ElS-s are padams and that they should be in accordance 

with ‘suladi-s’ of music. As they are tied up with rSga, tala etc. he relegates them 

to music , severing their connection with literature. (L.S. 3-425,426,427). 
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So. H £>o5o&o 

©3^d&o 3£3oK< tXPt^c&foV^^©^ 

S3jdi> 25452$33©3 2^3 
dk^c&S^&i© ‘SoStJ 1 ‘SiS^«o^’ 

So. it Sold 33$ 3 

«oSto 3&>©So3;5 33 e* rib's 

„ —* «L— eJ eJ 

c6o§5 £25coea aP&£5 
—£> 

¥oS' 1 iSoS2S33©3 2$$©3 S25a2k3 SSo^S - 9 

So. ii 2b£>C CPg^S d&iSjdb 

333w©15 $§ ASA £n>d$ 3$iJ» 

ft— —® 

^<325ooe?b 2)£55 &o2>*jT 

0&&oex> ^^^oS’lo^SSdS^oeo 30c3Sx><§" 10 

So. ii SS o3o*0 dS5o& 

d&oSSiS CP^SS^dfc CT> 
iar 0 ^ 3tfcoo$5 

5Sao^ ccodtf &t^£81ko£^bgS , 11 

&• ii ^>3bi3, S^CPca S$e), &>£3££ &*0oeweJ i 

dbd£* s»?te&$i3, 33$ ^oia»Som3, &ifc3i *“ 

2)<fc«3 3oSO<?© 25©$ Cd (lcp»eSJ»S^ouaS 

2b«k3 €3»«3© ^Sdb^db SS-^cSJ^jSdS^ SSjfoJT 12 

«Pii3iSyj« 25J-O(0»3i 3*>© JKSj^eS^oitt e9es$tj*3§ 23<&j cas3j 
ar»«> SS^Sfcn*© 3a»©3 SVd >3tofcai2Sofc3 <£P>$33a3/\$ C5db2$C ( Jbd&o 
«s^3 3 cp$o 33©)$5 ■So2tT°-$©2s ^ss^do (8). ° 

S©A»^|©«oA» S©3 >&$ £»>© 3535*d 25 l>$ 33K© «r»6§ S^c* 33$*$&>3 
ibd5 3®d3 d£>2bo33© S©3 $db S-CPCPeo 3c5» w$ SPribeo 

Sd-S^o^ox. (9) 

o»gd»SSyJS> 3o°©2b$ 2533333* $SK©A £p>d25ocoi^ (* >d32F>5§) 

^3$3 i>27°e33 3©53C3°© 3 o3$©3\ .% ,~&oS~to% rib3 d»Q°ex> ( e>33$33r°5c 
Son.) 3©3 2S^C03. (10) ^ ^ 
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Verses 8-12. 

Tr. TSllapaka Annaya’s padam-s are a surety for the eradication of all 

sins. The judicious who know the benefits and sing them get the protective care 
of Venkatacalapati.(8) 

If (these) Sanklrtan-s on Sarvgswara (V5nkat£swara, the God Almighty 
) are sung even those whose minds are burdened with an amalgam of various sins 
will be free from the fear and sadness caused by the God of Death . (9). 

If TSllapaka Annaya’s padams are sung with devotion the Feet of Sri 
V6nkatesa, bestowers of various riches productive of pomp and luxury, will be 
realised (10). 
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cr^ao©^ aoCod & ao3*3^) &a& gsoda €F>c3®gajd5o ^jcSSjo 
?T*©'t> aa coo*© SSWJiT® tfKoeoS’ajSPcS oooiKSo© aj'HoeS'eS JJ^a ;p&o 
(11) - " - 

O'^g^dSi SSJ^OO (§*« Sr“Co^eo 3o» so^a O^fcpeo, "^CPeo, 

^^03) S$Se», era^o*©:, ©ttaj"»© aCoa©o, a©o aoo(4 J»© ©cp©j, 
&**», S)i*>©o, ■3 o 2UV3©S© C© (4&© C2»£©o, 2£(0»©j ©$iSr® ©oao 7 ?> 
&ou»coo. (12). 

«r»^. ii 3&£0<5* ‘©ajdSo^aao©’ ©iS-S^to aaj. 1?a.. es+adiSj 

S^aaoeS £-2 aCo2§)- ts ePSTSosiAa aaoaCoeo /&© 9©&aan®^oao©a ©Co. 
‘©a^c&H-^aaoe’ ©3a "Sod* aCo$>. -&* -5*0 ©a^dfcao ftp 1 ©} Qg&a 

aaoaCo /acp$oao©o ©a ©Co. ©a^dSo g&a aao2$)a®aoo©ao 3©& 

wdfcs aoi^aoo d®cUpea 3ostj»a©a© 3aa«p£h ©a^cKoo. ©a^aods^ao 
3©?s «*soa aa»©o >atj»al a®$ao ^atoo^ai aao aoaoao? >$ao 
sssacaoiaa. $sa &ba tj ^ soto ©a $&© cboa $§ i&d&aco ©a* oo. 

a»a 3j^a ao(aa»d£> $r»ao. 

as* aa^o^ao ‘o»c>g da^dSi aaa>o©V ©a^s\o &r>o» aa^ 

3t*^ - ® 8 <^°5i5'dSj aaaoo©o’i£o ao§{^a©3a &,g ©co. aaaooeo'to a^cpo'Sa 
■3°s* ©Co. ©a^sa aa®©Sba $2 k©a wdaa sa»©j d®a;$ 'Sos'togjcoa 
>a»©3 3©>3®da3a '3o5 4 5*o «©^di)0. ©d&a 3SooC2p£> ©coo aag 

S-oCT-ea «^o. -c* aa^oe^^assgaS, aoa^" 
aaax>©3 5M aa sepal 5*00 , £k 3 o ©a e,3 ©c"aoaoaoa aoa«s^aaoo©a 
1935 a«t3 c5a>aosn»s ©aojjsa £r°GPal ©a^on® aacoaudoa. 

sas'os* aa^ocr* "Sogtj»a©sa ©a^aocsso^ cptoT*^ aa©oa sscpcso&o 
s^aao, g£so jpft^c&aj s*auo aa^udoa. ©a^aoca^ ‘S)on»c aooesQ’ 
t£»^a ^o«jr°aoa5 ©a^oaa^ao a®^ao en>ao aaostS s^apcpco^© 
aao© 3© § , ^«o acsa&jn® aootdaa, ©a^aodi^ sjotpc aolca©so s^d 
aooo ^csso^spa aar»aa aoa^s'a a&j Trcao-aaoo ‘©a^apc^ aa^.’ 

42^*0©^ ©a©©oaud aoa. aoIcaqs.no ©ajar»or®cc a©io caa& §*630 
ao^a caa s»aaoj. * L 
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The Enemy of Demons, (Sri V6nkat6sa ) having fallen for TSllapSka 
Annaya’s poesy of pleasing phraseology became un-interested in the utterances 
of others.! 11) 


TSllapaka Annaya’s verbal innovations are beautiful. They become 
V6das (the infallible scriptures), sSstras (sciences), puranic stories, essence of 
wisdom, rows of Sgamas the very contents of mystic formulae, ethics an&morals, 
pieces of art, the very secrets of God’s chamber-Pleasures.(12) 


£ om; There is a pun on ’annaya kovidula’ in verse 8. Splitting it up 

as ‘3 + nayakdvidulu’ yields the contextual straight meaning of Those or such 
judicious scholars’. ‘Annaya + kOvidulu’ is another way of splitting the compound. 
It means those well-versed in the compositions/personality of Annaya. It means 
those who know the devotion, personality and scholarship of Annaya and sing his 
songs will get the protection from VenkatScalapati. How are these two things 
connected'? The Lord is devoted to His own devotees. He is more pleased with 
devotion to His devotees than to Himself. This is a concept well known m 
Vaisnavism. 


In VerselO there is a pun on ‘padamulapai’ in ‘tSllapSkannaya padamula- 
rjai’ Padamulu means sanklrtans; it also means the (two) feet. ‘If one gets devoted 
to the feeT of Annaya and sings his sanklrtans, the Feet of the Lord will be 
realised’ -is another meaning. That Annaya after leaving his mortal coils has 

tpadamulu’ means the same thing and appear repetitive. 

tu. , , th vers e speaks about Lord VSnkateswara being captivated by 

M^nayyaVry 

.0 Lord 

that with KrisnamScarya’s devotional inearli d y- ^ dashing (wilh 

and that with Annamayya’s erotic panegy i SankTrtanaLaksanamuis 

a lust for life). (Anna, cantra page 42). It is prooaoi 

slightly posterior to AnnamacSrya cantra. 
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1. ©3joSi>c&£ ScPea/^oItfSeo- ‘Sj«Sbe3’ ©£> S^oSo 

&~S>. ©J5oiSi5 «J°£Ku il 22' , £be5 C-CSSoSi Sj«Si©£^ ~£>&i SeSSiO^SS 

s»OcsS3^^'2cp! ‘2 )£$ Sj«*’. 3)£<3^ >Sf 3£S)3, SofaiS)©, 

$o^S)S - £)|5;p 5»;$-ubj. qoAs^S a piece of art ©3 

Se5sjoa»Sl ‘SooOioo «&2Sr»7?> SP&a&iS*^ ‘ScogpoSo’ ©"3 a°aSoto 

sj£> O’eP "So&iT? 3 5ST»to* 
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1.Verse 12 qualifies the padams/sankirtans of Annamayya as ‘krti-s. 
Etymologically, that which carries the skill is krti, a literary work, a musical 
composition, a painting, a sculpture etc. This particular usage may be the reason 
for this nomenclature sticking to the compositions of Tyagaraja and others later 
on. This is a much better word than the compound 'kal&khandamu currently used 
in Telugu which is an uncouth translation of the English expression ‘a piece of 
art.’ 
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ion OO0°O 0oOot»© 

SOOo-OS ejg^ei&oeo H>oSt3f$f ri £o 

00 30 10,3 qS^Ois 

e»Oa 30200® S30 > 333'“o'3o^&9 : 35" 

wiixiiw^ cS553^dST>Oo^<C»3©Oj3 30 
qg^ qg^oOsa© cfoO©?) 

3e»S 3'3y33 8J'e»oOjC(5 < ttcSS’ 

Otf^aoO 3aSy)«C5*OC £»*«». 

3»n 30€>* o®05O^»S<353^<33j ?bOJ®eSo3oo03 3olo,cJ° 
SOfeaS - 3 m3o^cS3oC ar»0 ©«330®^ao3COe^e»o 
sjOj^T 0io03 3o3j rt )«Jo6»3 tKS)op»3oO 3 oO°o»<55j 
OO^ pcgD© 7»^33j^03x>rP jSP3^.5’Sr*335‘ 


wiixii es©03C 0°6^°S d5b3^dST°0^3otSooiki 

©Oo33er>0}^CO?)o cfoSioOs 
«ifc£fir>|Ke>oe 00^3CtS3©33^ 
dSJ®3^dS33oOCOo(a c&3j3o^3m3 


Osh 303r°3r^d33 337»3'a3 'Oodio 3 o3^€J»3j3* ^o03co5" 

30vT»ur°£ 33&d£i S^e^aOS "So^CO 

■3^0CS o o^r 6 0i3*33i^" 330o0©0 SvP ^^ ey ©oifroOcn® 

30o3o 31b^0 CaO^OJ , 333o3COC3 0 (i jS»^33^0ocx>3^ 
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o*n 00<So e>3e:cl spo^^^^o oScoOSJ 3 0O55°4>^ 0^3.oA° Sr*0jt3£3 
^“ v ^c5i)‘Oj3 0<SS33r»e>33 tIo2tJ*-3©3© 10 3©^ qS^©3o fT^SOOOO® 03 
(esox3 «>3^3 j*O*03^0j) (13) 


33230®Sj0®333»<i3 «93^dSJ n# 03^0o 3Jy0 30003 qsgg©, q^CT®© 6© 
<9©33iSf“3 0*37* 03^^©ft3tooa5^ w32)^3«J®Oo «x»«dS^ 3*3'3 e»t$3 0uoOo 

«s33j©Q°03? 60030 a. eseSOi 0 # O3OOJ3O-33&ota*O3 (14). 


JbOc^^ JjKsjo© ts>30A3 0'-O>S3jc&> <5*20$* 3610,333 K0H07S® 3d& 

fr*033*^2 3333 j^> 0®3Jg3 qg^O^ ©J^O^oJT® 3o3^©^r»3^ 6 22§)©gd 

3330jo?v®^OO 37T»33, ^jKo^e^otSS S§p , i5333^«$33 , 34a5fi»33j 0&S«!J3 sj®63 
if© &«0 w‘aj-»ao033t337T»33 0oOOX»d*3 :§)^O-Cr>03 (15). 
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Verse 13-17. 

Tr. The great creator of the poesy of musical compostitions (AnnSmfica - 

rya ) defined the signal characteristic regulations of padam extensively codified 
in works like NStyas&stra called Bharatam, etc. as also the model kirtans on 
VCnkatacalapati. (13). 

If one can understand the modality of the examples and regulations 
of padam as enunciated by such AnnaySrya as described above and compose, such 
a one, even if he be a green-horn (lad), will become a maestro, with his 
composition being comparable to a gush of ambrosia (amrtadhSra) (14). 

TallapSka Annaya, the top preceptor, intending to freshen up 
sanklrtana, brought forth its governing principles in Sanskrt in such a way that it 
afforded pleasure to the best of poets, that it stood in complete agreement with 
&stra and that it drew encomiums from connoisseurs (15). 
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«F>g3°S3 ( }c55bSSa ©&>&©’>&>££'<§ wcfc>3 «3^oi3S tt>Cb>£) 

dkifca. 33o e©3 S^Si^ Thgsr°£3j. 33©8^cft> ©3 1!>&>K©5P£3 j. 

3r>iSo\& s^Qbits <sr°©'Si5o§ 6 33r»3orp ^s»«o3 ssr»c^>an»o ^oqs®^, 
wr££5S£53j3 jsj'o©^ 6 37'»3’>3 c p'& 3P£3P£3 ov> 3 33o&r°£S sp£ ^ 

■CSOeP©^ 3^&o3 «aJP6 £r»5»£©3> ©3^353^, «^g|,ep©i SoS^o^tooo.,3&>3fi® 

(SJeofo^T*) Si^ST^on* 3££3o. (16, 17). 

iJ»£ii SbO'S^So'to ^3^. 3)|jSS. 3£23«J° Sj©»3i3“£k> eoto 3823 
CP$3} «s»©(d°<3Sx>. ««3r>o 3)is3 

0CP^J^»i3 cpS3tj; 03o 33 S3iS© S&Srw^sjd cr°3-3^. ©3^33-° j» 

Cb^oSa £)&83o3 $3}3 ftP^SSO^ |32^ 6otJiX>&. ©3 < j3od&>£33 

f“otfS»©o ©£56o3 -&3o33 3°&>3 35?ioKCj°<SSx» ST’S ‘33230»L'©°&>>’£3 
a&tfSb-a^tg ‘gSj_3»^37PJ§)«e{5 oar»3dSS» ©3}d5P>&>£33 '3jr»3* 

3&>J*Cj©3o3T*’ 3j3i}§*3 33jt» SSJ'^'Sa *©3^3J*CPe£ 35jiS’ 3S$3^&. 

33 «&JSo€PvPC^3S (1537) S^cpcSSj© ©itoSoi* ‘wo|<5S3o» S>er>SSj3«iSo’ 
©©^3 15g3 (1509-1520) dsofcoo 3«*>3 j. e*di>3 fi&ttoeo 33^ 33©2b 
3ao»-CP&gtSa «S3 «P3?PS3 ‘38230° &€P&>3“’&3 &©3 &o& 33^. ^oS^eS 

^)3l 3 , >eM'3xf7V 0 eo; 230^0 e*&, 333, 3|«S, 3o$>i5 23®°j©3 3^ea 6s°e». 
•&»iJ>°Jkgo5*33, (U^iS^So (33 ovP 3^ 3^o33fco> S3 S^^SocrO^ 3^ 
>So K3i23i ‘s»3^g3iCr>33’ ‘SD^S*^’ ‘230° 3 o'>3j3'’’ sjCPjS 3(5od5oe£oi3 
38uoQ°©i 30^*333 33^33sy 33i^P ©3^8}d3;p>e> 33.cS3bo^ ‘33230° 

S>®°3a3»©$o’ 3°g23o3oo<5^ 3 o63»o^&>. ©3^37»8P&>£©i 32,000 3oiS3©i, 

3^33(3t3o3o7P 333fo£T® o°3T»dSJC»o, ^on*03iO2s6, 12 ?3s°ex>, 3o3^ 

©o^f 6 ■$ogu»^ 2J°3*iJ^o, 32© $7*3,5^ 3°3° (3aoC3°©J (ft«5(3tioo°©i?) 
£Fvr>&}. ©3^37* J»2£ 30(«S &3§ 3°S^o. goS 33ofo 3o8o$r°& 

«°33o5 < ^PCPdSjotJUJ 3o3^_jiS, s»cpo, (3°2)d, lh# 1 >-3,s o o(3 

sjn>3.^ 230°e^tspCb&i (1053 ad). ag3S3 (C1150) S»3^S3oer>33oiSo, 5»3^3 
ifc8c^&y, $3cS3d2b£ (12/13 C) ejo^S3€r > fc>o°3i3»*&i; ©2^.3 23^3*^ ©3j£> 
(3fcg"&. ^%y3°i^3 «5°© 23 o©3°sJ 1|, 3p ,, «&^&j 2r®£ 23o°!b«r , 8o3* ) c*. e>©3°3 

1!)g3 ‘©O($230 D 3o°8o3“&)\ ©>3^3x8^ ‘3823o°3€P3o3“&}’ ©3£jJg&>. 
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preceptor for aU.^amthe dSSfhteSa^ t*’ Timmal3rya who is lhe 

C Tl •« ■„ \ he word ‘P>tam a h a> means Brahma, the Creator. The compound 
padakavita-pitamaha means the creator of pada-kavita or poesy of musical 
composition. Th.s title-like compound may originate either because of the creativity 
of one s compositions or because of their sheer bulk or quantity. To say that it 
is a title of Annam&c&rya, the question as to who conferred the title on him has 
to be answered. There does not seem to be any evidence even to say that Saluva 
Narasinga R3ya, who revered and patronized him quite for sometime, bestowed 
the title padakavitS- pit3maha’on him. A.C. merely states that Narasinga Raya 
listened to the captivating padams praising them as ‘unseen and unheard of’. Cina 
Tirumalac3rya (c. 1537 A.D) knew about the presence of ‘Andhra KavitS-pitamaha’ 
Allasani Pcddana, in the court of Sri Krsnad£var3ya during the period 1509-1530 
A.D. Pamiliar with the title of Peddana, Cinna Tirumalacarya, perhaps, thought 
it fit to call his own grandfather ‘ Padakavitapitamaha’. 


Brahma, the creator is said to be four-faced; and poetry is classified 
into four streams, namely asu (extempore, vistara (extensive), citra (the wonde¬ 
rful) and madhura (the sweet one). As Brahma, the Creator, creates the world, 
the poet creates the world of poetry. Such similitudes seem to have led to the 
formation of title-like compounds of ‘kavibrahma’, ‘k2vyakamal2sana’ ‘kavitfi- 
pitSmaha’ etc. However there is no doubt that the title-like use of ‘padakavitS- 
pitSmaha’ is justified in the case of AnnamScSrya in every sense. He has composed 
32,000 sanklrtans, RSmSyana and Srngara manjari in dvipada metre and 12 satakas 
in Telugu, V£nkatacalamSh5tmyam in Sanskrt and various prabandhas (gita 
prabandhas?) in many languages. A.C. bears testimony to this. In Telugu literature, 
NSraySna Bhatta, mentioned in Nandampudi inscription (1053 A.D) was ‘kavirSja- 
s£khara’ in Sanskrt, Kannada, PrSkrt, Paisaci and Andhra languages. Baddena kavi 
(c 1150 A.D.) called himself ‘kavyakamalasana’ and was referred to as ‘kavya 
caturmukha’. ‘Sivad£vayya (12/13 c.) held the title ‘Andhra kavitapitamaha’. It 
is well known that Tikkana is called 1 kavibrahma’. KamalanSbhaiTiatya, the 
grandfather of SrinStha.was also a ‘kavitSpitSmaha’. AllasSni Peddanna held the 
title ‘andhrakavitSpitSmaha’. Annamayya is referred to as ‘padakavitapitamaha . 
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saafo^ jaSago. sos^ao, ^^©o, 
T’g'&a, aj’KO, ‘S^a, CSPCg, ©a($o¥o, «ojgo - sp ©g^a.oa ©a^ga 
3J^a*Ba. spa^g cr»apd5be» gg©# 4 t^.2S aa©s®&a$t~ja ©2^p»a?gaaa 
(©a&a. ©2^«pi!pg2&££ apga^a aoi3iP£a ©©^dSao. Tboaag©&'3^ paspa^ 
ot3 a*aa d*SS3^5S5J3o ©^SPa.^ ao^oSoSo. a¥jogS*aa^agr>fi ‘«^tp£p 
ga«PjaS>e»a&a\ g^aolga e^ogg ©caaa «pgd»g aaQgoaaeP-CPga^&a gtf-»£ 
w^sr»3?e5o£go (7-11-1537 ;p&a) (PA^gbeaSbes 35k.oa;p8o. s»7v> 

JJ©a «P©®ooaa ©a^aadi^gb a©a$P5>©3 3©?a 6oaoo aotpa£«Sa. ©& 
sp'tfdSapgaaS <fcosa©&a <3PK£©gpe. 

so^eefr* aa^osr* ‘aa<^qg^»aaj©a’ - ‘©©^taosaaa’ ©a^&a saaw, 
(S«oa&» »'&ic3»ea aap;pgs»©an® spesattuo Kaaao-cx 0 ©. 

aca^s 4 aa^oS 4 {pn»aw©aj g&saea^&a ©eo^gp^aaiS ga^a^o 
©©fcajpga (Kt^o-cro©. spao ©ofj aa^apgo; ©a 6^ggpao7?> ©ouaoa. 
¥a°, a^, gpao, gao, Koao ©3spt3a (gaaop aai^aaoo, ag^oS 4 
auoji'aoo, gotSa 4 ax»aoo, ipe^.© 4 gja-apaoo, a^go^.© 4 spaa ax»a 
ooa© asaa^gj apgo, 6^go g©a?k©aoa. 6^s»a^ aa^&a £®gi3a ‘gao’ 
«»aoa>&>©tx>oa. 3'§s®aa$ao© s a ^oiadsaea^aaa ea^Saa aga«oa^t> 
e^a^aoA* apgjioT&a ©©agg©a^ot3 ^a^od^o. gao^a $pao&sa. $r»ao3a 
gao^as. (a^pa l^s 4 ga«^ ajps^ga a©©s) ©a ©©opg&a© ©a^a^dsao. 

aaj^^aa^ofi 4 ga ©aa^ ‘aa aao^dk’ n® sayg^aa. aa ©gbaa 
©•^pga^S otf ©gaaaocs^, aaaai^dsj^, ©goaa©£^©, ©ar^fc&a, aaa^, 
aa^ ©aa^, aa^ ©gbaaodSa^orpS - , Sagb©gbaaeJ ©di^oTPS', ©gaaa© - ©3 
Ibg© 4 a^aa»6oaao ©oa. a_ 

a&a'S© 4 aa^oS 4 ‘agapap^d5aaapa"aa’ ©'^ta agaaaaa ©o"la «g^o, 
A **W&°’ li^° ® a ® c S e °l «*©*T^ waj^dSbaco ©ota tiSo, ©a^go, 

a©(ac3»dSao ©a ©cgoa. agax’ar^dSaaa'3 aa«aoo»al ©'©a'Seso, 6©^.^ 
"Saa ©a^¥o, aaa^ao|ao»dSao ©3 aoiPaags®© ©$(£PdSP©P godSagao^coa, 
epfoocpcoa. £pgga©a ©aaga aa^aoa ^Spoaaaa^. 
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Along with this, ‘asta bhSsSpSnditya’ (being a scholar linguist in eight 
languages ) was weU known in Telugu. Appakavi (1656 A.D) enumerates (1) 
SSnskrt (2) PrSkrt (3) SauraSeni (4) MSgadhi, (5) PaisSci (6) Culika (7) Apabhramsa 
and (8) Andhram as the eight languages. MallikSrjuna Bhatta, author of a part of 
BhSskara Ram3yana in Telugu was ‘astabhSsakavimitra’. It means that he was like 
the Sun among the l astabh3s3kavi-s\ According to the inscription of Pencukaladi- 
nne, NScana SomanStha was a scholar in astabh5s5-s. Nissanka Kommana also 
was ‘astabh3sakavit3 pravlna’. TSllapaka Cina TirumalScSrya, our author of 
Sanklrtana Laksanamu , has composed a dandakam in astabh3sa-s and had it 
engraved on copper plates on 7.11.1537. So it is probable his grandfather, 
Annamayya, knew many languages. It is also one of the qualifications of a 
v3gg5yak3ra. That in verse 14 the words ‘padam’ and ‘prabandham y’ used in 
the compounds ‘padalaksyalaksaijamulu’ and ‘tat prabandhamu’ mean the same- 
thing and are synonymous, may be noted. 

In verse 15, when we understand bh3vajna-s as rasik3-s the implication 
is that they are knowledgeable in Alank3rasSstra which may be called rasa- sSstra. 
Modification of mind is called bhSva. It is in the form of excitement. This 
excitement occurs as a result of auditory, tactile, ocular, gustatory and olfactory 
sensations and activities. The distilled essence of this excitement is called rasa. 
Fine arts try to convert our awamess of mundane sensations into a bewitching 
enjoyment of rasa. There is no emotion sans rasa; no rasa sans emotion, (na bh3va 
hinOsti rasah; na bh3vo rasavarjitah). This is the thinking of 3lamk3rika-s. 

In verse 16, the author calls himself ‘Cina Timmaya’. Cina TirumalSca- 
rya was variously called Cina Tirumalayya, Cinna Timmayya, Tirumala DIksita, 
Timm3 DIksita, Cina Timma, Cinna Timmanna, Cinna TirumalayyangSr, Ciru 
Tirumalai Ayyang3r and Tirumala. 

In verse 17, there is the phrase, ‘param3mnay3sam5namai’ the compo¬ 
nent ‘ paramamu’ carries the meanings, the first, the best, and the most important; 
similarly the component ‘3mn3ya’ means the Revealed Scripture (V6da), the 
Teaching (upad£sa) and the tradition (samprSdSya handed down from teacher to 
disciple). So the phrase can mean the Ancient Veda, the best teaching or the most 
important tradition. All the three meanings are correct and good. Readers may 
choose the one they like. 
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1. $Si$0 6#a«gO^«S &>d§^ 

^oAeJ ^^(Koqpej ©©(KlPo-cr®©. ae<3b£k> ‘;po£T\^/ gjd. &£ 0-CS2PS»©o 
(l.^p. 100-(l.5. 300. Sl555^s»©o es>© ©o-dSP. s)S 2Ptp>£j)§ o°S3 
SosjoOoO 3oAtf^Sj»€P£©gr> ^©e^n (KoSo. (£d«3b3l ^5co Sep©, 
gj-PS^aS ao^(#g£eo3^oj 9 cd&>sp^ ePd (flo53°©i s*dg^&>.) $K5«&s3 
&P©>Si $P2S-CPK-0’K>''e5 < a*ckptt£, a&jo&S ©go 32j)i£P 

£>og©25 (Koa&iS ©d«Sb&) gS^a^ ©£> ©afcP&S ©2SS®5o6oa. s»£) ;ptj£ 
3\i,o^ SOS^e ©&cgo5®«», a^a^ap^arweij sa^a^; K'Z'fiQkezr* 5_§ 
ga£J&><Qboa. ©od5o^£{ <0255® t,g 6>S^ 8©o©;p&a a&^a&y 

acPjfisPOj S*^©, aa©ko. §*:3»©|?ioOog^cr»£3o. ££© (Ko$So So^2>^j3gt3 
242 s£s»©<§® ©©o©oa. c*3 [I.?. 3-4 5. jpeSs© $p©3^&>. aj<aofoa 
‘esp^*’ tjcr^sa. (I. 5. 5-9 5. 2ija^a^oeSo4J»Co. g’odSSo (I.g. 
5 5£Pg ©3 2S2S»^€T>Cb. tScr^Sa CP«bg£ ©©©Ss.o^oaooo^d 

(11^) tstxb&>^ i3a es«^g &>eo3 ‘Soft&dr^aod’. eKcSgJSieoSo ^PSig^S* 
^>5^ib£) §*&>gj. [I.?. 1134-43 JSXS^^’SoatSo^cy. ©lb a ^©^©ajfj^^eoS) 
‘£oA<iS Soa»gi5o’. SX>>e»&> i^p^ipsy. (1.5. 1175 (£po£&osp&>. 
0^§"Sf' 3 l z>oK$ ccj^ggo’ ©txiso^oa. 55 . (i.s. 1230 

(aPoiSc§) CC5»5. fei^S cSg^ffl ^o^fJir»d 1s e»iSo ‘tbaC3«g<3’2b'$ oP^SP^iT 0 ^ ((|.5. 

1380 (£Po.), q&^&'SacpcSSie ((1.5. 1446-65) ©;>a ©cp^oayaa g© 

SPi^aj ‘geP^a’ «3 S^SP^PS^ (oP-Pdo. ‘aoft«Saajdk;>do’ 

2S}iSo?fo<0, <5® ^o 1 !! -$>6\.otaoS>; baKCy*£T°ex>& (KoJJPa)^ ^©^Srs 0 

K2£>g 1140 -1380 (1.5. a^a^s*©;^ daa7p $p©ap&>. 

5t3©® JSsa^olase^ogd aoAseo^scpa^, aoAsao(agaj, aoAaapcpaida, 
adWsoqpgtp^ 18 aa^oS® go<5®3p ibS^ip^ao. s»a gd©"^ 3a^&>. 

2. s«g«ka ^n»ao<5® ‘(aeooa’sj^a Tpaa'ta.o. pga^a aoAaa>g 

doao©®3 fPd&gqgjCJoS® ‘(SsjoawS (aoA€Pa®£di> 4>-34 §®) 

©S(S<sp»ko. aoAaetp^gdoS® asjgjppas (S«oao, aa^, &r«ago ©3 
axr»&>ap^ aos©s s)©» 3a\udoa. 

CP^a* 3)P(3 *p Sago ajOsS 6 ^ 
aos^c&o a«aa^ (atx>a®, aao, dpag&j” 


(aoA.ser^. 4-6) 


1. In verse 13, Bharatam etcetera includes certain other treatises on drama, 
dance and music. Bharata is the author of N.S. The work is assigned approximately 
to the period 100 B.C.-300 A.D. This is the earliest available treatise on dance. 
Music and literature are also'treated in this, in so far as they are relevant to dance. 
Though it is known that SilSli and KrsUsva, the authors of Nata SQtras existed prior 
to Bharata, their works are not extant. The word ‘bharata’ is sometimes ,said to 
mean an actor, one who could sing with bhSva, rSga and tala. This makes room 
for saying that Bharata is a fictitious person and that N.S. is a compilation of the 
work of many writers. However considering the fact that N.S. is remarkably free 
from inner contradictions and self contradictory statements as also its keen powers 
of observation, one can believe that it has been composed by some great man. 
Next come KShala and Dattila. K5hala’s work is not extant. Dattila’s work, in the 
form of a gist called ‘Dattilam’ in 242 slCkas, is available. This is thought to belong 
to 3rd/4th century A.D. Next comes ‘BrhaddSsi’ of Matanga. This is assigned to 
the period bestween 5th and 9th centuries A.D. Some think it to belong to 5th 
c. A.D. Next comes 4 Sanglta CudSmani’ of Jagadekamalla, son of Calukya 
S5m£swara. Jagadekamalla was a reigning monarch between 1134 A.D -1143 A.D. 
‘SangTta SudhSkara ’ is the next work, composed by HaripSla MahTpSla who ruled 
SaurSstra c. 1175 A.D. Next comes the famous S.R. Its author is $2rfigad£va. It 
is thought to have been composed around 1230 A.D. Sarvajfta' SingabhOpSla 
(c.1380 A.D) has written a commentary called ‘SudhSkara ’ on this work . Again 
KallinStha employed in the court of DSvarSya II {1446 A.D - 1465 A.D) has written 
another excellent commentary called ‘KalSnidhi ’ on this. S.S.S. of PSrsvadSva 
mentions Matanga, Bhoja and SomSswara; and it was Singabhupala who quoted 
PSr^vadeva for the first time. So the work is assigned to the period between i 140 
A.D. -1380 A.D. Among these, the author of S.L. expressly mentions S.R., S.Ca, 
S.C and S.S in verse 18 without mentioning the names of the authors. 

2. ‘Prabandha’ is a particular form of music (g2na visCsa ) in bound 
indigenous music (nibaddha d£$i gSna). S.M. gives expertise in singing prabandha-s 
as a qualification of a singer (prabandhagSna nisnStah ) (S.M.Sang. Adhya .4-34.sl). 
S.R. gives three names to the form of bound music namely prabandha, vastu and 
rupaka; 


‘sa c2sm2bhih purSprokta nibaddhamtvadhun6cyat£’ 
samjnatrayam nibaddhasya prabandhO vastu rupakam’ 

(S.R.4-6) 
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zoha a&>db;>©o 

‘(aao^apaSoSSi (®OS©e>o. 4-1) 


eS3S\{aAo&. J)i3£f* ^SootfSgo Rtf, ST»d5^, (SooCPoSj SPttu&jtfWSja. 

Rtf(5t5oO°e», «T»C5^(S£X>CJ°e», di^^d&JSjcSPO. ©PSSSSy^a CPJ^o^ 
- OpSs®©^ <b> 1$ wepa^&o^T* SPtteattjtfb^a. OU^Ss 0 ©*^ e>oto jjgj^toSh 
S>dSiSbo-Oa cr>K0»o»e5* w«pSo3cS3^eSo. JSSoJS^a SSs-JStfg ^d5o^ SPs° 
S^&o&stfbaja. aSo0e»tfao3a 2tfS 0ex>9°^§ 


3. acPjeoFr 6 Stf^o e*g3©Son» wSjSbdbg aoS^tfoS* 35)^3 3tfe^e» 

*^®S tt&SPgoXo »&S©oO 0°Si tfibTbfi' 6 Sol©^ qSjCJjSilS (Tioq® 

»i" ‘wT&eoatftfj^cBP^’ ar»OSjoiS»SS^. 0o$$3a.<5bo £>2bt3, ^SCS'OSb 
-&*^(o$o (oPdbu&itf^a? J^apesaoS^So ^dSjtitfstfb^a? Sa,db0aptJ 
ar*e Soootfo <DePot3a? ©>3 «th 3$ ‘j»Jk»o453tfb«^d5jo’ wotPtSo. Soloa 
SPSbSScpaS e^e^CT 0 ©) SS^dSoo, aa©3;p (d»$ (SaPesSo. ^tf^aStpSo 
3otto3o. jSsP&JiJ)!^ ^3 , ra0 # ©c»20i7$)«3;5 & 5)j3 £P (tP©i3;p) e>as*©b3J. 


4. aoS^tfo^S 35.SjS)tfS^^^ ‘wS^tfO 0 ©’ s-St3. «^0 3 o«$5p 
( tf'fcD cjodb &» 9 £&o. qo£o ld*tfo 20 ©5w+2?t>tb^r)©i, 2d°ao 8©a»+ 
27b, Sd^tto 16©Si»+2?b^ 4sJ*tfo 12©+2?b. 

5. SdblSS® 3d3^o rbolk^tS qS^ng©, {JStfsJPiPS^o. CPtffi*© jTioCS 0 ^ 5T^<r*c 
So33 tfo(d ©^>2005* ibPe^otf «T°S®£©c&> tsJbaOaP S©ba7?> 3a£©P»o€i* 
Pi a ,er e& £>dbon* 32 p&> «3oo£T* «»«S^&d&£ jKoqpSS 6S^jd»JSPdgtf^o 
&Ss 3r>©ofi» AajtfS SJs^Stooas^oa. ttiSjJkdb^ SoS^tf^7!o4So ©^os^^Cb. 
o»»5 aja *p2|?otf6s©e»o eao»»§ £||SiPoco;p ‘a©aaV 3*£aaooa© 
jsjp©^o«(33p^ ^da^as tf»aspc» p^^oa&A ©a^dko. 

6. iPS^owoto tfCdbBrt^ A^«o5* 3k3 atfjaaPTto. qa 8-taaos»aay. 
a©jSa*or*S»JStfi3. ©dbiSsPSS 3»^S©S»aajy 0©bO^5T>63 33^ooSMMtoy 
Saj-tfo^ «a(d»d&o S*aa^S»oc® «$p©n» 6oo»®. 
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PSrsvadSva’s S.S.S. also gives the same names: ‘prabandhO rupakam vastu 
nibaddhasySbhidhatrayam’ (Adhi 4-1) Among these, the word ‘prabandha’ is used 
in the case of glta and vSdya . That means there are what are called glta prabandhas 
and v5dya prabandhas . The name rupaka is used in the case of alapa and certain 
prabandhas. AlSpa is of two kinds: rSgSlapti and rupSkSlapti. The latter, rupakalapti 
means alapa for a song in the prescribed raga and tala. The word vastu is also 
used in contradistinction to varnaka. Vastuprabandha is distinct from vamakapra- 
bandha. 


3. The 14th verse, one may say, indicates the ‘anubandha catustaya’ 
(the fourfold correlation) of S.L: both his grandfather's work in sanskrt as well 
his present work in Telugu. The subject matter of the work, its contemplated utility, 
their relationship and the readership for whom it is meant, constitute the fourfold 
correlation. Here the regulations of pada-compositions called sanklrtanams and 
examples of the same constitute the subject matter. Acquisition of knowledge and 
ability to compose the sanklrtanam-s is the objective. Their relationship is that 
of the objective and the attempter. It is addressed to all those who are interested 
in learning and equipped with good powers of receptivity and retention; even boys. 


4. Among the uneven verses (visama vrttas) in Sanskrt ‘amrtadhSra’ 
is one. The number of syallables (aksara-sl alone is important in this metre. The 
first line consists of 20 laghus+ 2 gurus. The second line has 8 laghus + 2 gurus. 
The third has 16 laghus + 2 gurus. The fourth or last line has 12 laghus + 2 gurus. 
The author does not mean this verse. 

5. The 17th verse constitutes the statement of the author’s aims. It also 
suggests that his work is as authoritative as his grandfather’s when he says that 
he, having been permitted by his father who had written a commentary on the 
same work , would follow the ideas in original in their sequence and .render them 
in Telugu verses so as to please the scholars in the science of music. Annamayya’s 
work is not extant. Though it cannot be said that the Telugu work is the translation 
into Telugu, the author’s intention to follow the order of sequence makes this work 
also as much a scientific treatise as his grandfather’s. 

6. ‘Vakya ’ is defined as words used with the intention of communica¬ 
ting. It may be a single word or more; it may be addressed to one who is present 
before the speaker or to someone elsewhere. But the meaning should be self- 
sufficient. 
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7 ..‘soto* «&«> .a p* 3 ^ 

(ummwko <fc |4 ■WtoSxre'y* <*»> <^s»a^ *s^«o£ 
p*s Mfc&f IfM*!* vyrysc&W 16 . o $“ Sji- „ 
> s oatw^. «s»i* o'**' “i 3 i 03 o^**™*)- 

i«W **& Ires ° a;j " ss °*?%® 

^ araa’astfwsj, assess s&s*x&s ass^c*^ trisa^ 

: ->4. -aessa,^^^ *x*o\& *)°^ 

.IwlSew’ ‘^CF»KcS33a7^s»A«r>e»’ C3o33 aSSO. eS^Sxfrg qg^cj^oqv® 
21 Tie5$&J&e , cn > Cb£&a 3®^P^*5° (SPC&So wdki5&> 2d5o&>d5 *«S}_ TTOST 1 ^ 
&r«0&>o&. 16 2S£o€T*S) ‘©oto^T’ ‘So^ c&>&>2o<3&oS’ «9^JSP , toe» OS 

tffcjfaw&ctt ‘^> lc;5 ea®a«p*3S «*& **&*« 0 

s^om. •&»><* *>*>* «&» 

w'Sj’OoO &ou»sl30 ^4°‘ 
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7. Verses 16th and 17th tell us that r;„ a t- 
Peda TirumSlacSrya and that the latter had comment ‘ rurna!ac3r > a ’ s father was 
in Sanskrt. TailapSka Cinnanna (Cina Tiruv£ngalanathsl UP ° n t J nnama y ya ’ s work 
of Cina TirumakcSrya and he wrote A C in Telupu in h • W T ^° un § er ^ rot ^ cr 

of Tenffi Ramakrana ( in Telugu , sVa^ S oZ,? me “' A ?$“ ^ 

soM indication of his groat interest in padam”. 

Tirumalac2rya has also composed srngara sanklrtanamulu’ as also ‘ vairSgva 
vacanamfllika gltamulu . The words ‘alaru’ (exists happily) and ‘tandriyanumaw- 
mbuna ( wtth the permission of (my) father) indicates that at the time of 
composition of S.L. by Cina TirumalSc5rya, his father Peda TirumalacSrya was 
alive . The implication that the latter would have approved it only if it was in 
accordance with the original, is obvious. 
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SiiS oloes 0*238 2220(20*8530 SiSCSSS 

&n eSodcSSs Soto 80*^88 (2t3OO®0*£3S32332 SsjSSsStgCesaSco 
ssoo-aa s>oft«* 3o(as»$?© <353 023 &>$i r t)c£u<s&>s>£coiS2x> 
«iS3eiSiS^oO®8'2oSt3 Soto 2J*e*23e5§ 08303^.3*03 S22o3 
OS^Soto SoO®SS (Ko2o833So23 •to5j r ©CSeaS'oa>Cai5Soo 


$n Aho* 3 coosjctila 207*0332 

23023C 830-2 23023 323 © 

ay» -csr^ aesoos 2322*23 

gSSSg e ^ e > S3oeSb S * 2^2233 22233 18 

o®naoie323$ tiCoS* 2232 ^ -e* fi’Sj saso(So*dS3o ae^oOaoto 
33 ^ 230 . -&• ‘sc’Si^a ‘sotooo^gso’ (St3oo®o*£853o€T* as^esAoa; ‘soA# 
2q2S’5* $2,023 3^25*0 3*2o $<J$3t3&o&; Soto 30(255* So22o$ 
‘SoAiJ ax^Ssd’S 22o SesSou^TooO ; ‘SoAtf 230*58o’ 5*23 32^83&o&. 
-5* SoA* (Koo»©3^ot3§ 23J*©332 $82 23263$ 5* 15 »0*£ 

d 53 o 5 * 2}i$S&o, 21*5220, 38302 22o 333252 $>85* <&» 22^22o 
$85 i383&0& -S*22$3. 

£T»^ii 00250, -S-*22£o5* Soi5 233 22232, Sol82 20(20*8530 22So(3 
0*853203 2^0 $232^23. ®o$S»8o. -8* 2220(20*8530 2Sifc3 S*iO£** 
^S*oo 230(5 2232^22 oSP&c&Ssa 3$£ ^Oo2 SoAtfStf^gSo, 

2oto 20(25, Scto 2r*C»23e5, SoA« 230*550 2ot3 ^^^oo»03 3^ 
2*^dS30iJCP 0*2 3323KS K3S3d*SoSO*£3^ (23^3 2X ,I 3232^23. 

1 . USOiJo «oto 2222332 (2ctoon* 32^6323202^ 2 * 0 £*\«^,o. 2®3S* 
©28530 S*2o «3 ,# ^gCc»-2jO(5 < 2C5 0 2*03 sjoaoCf® 32^6oi3. 20*35 SotsoOo-O 
2^2, 27*8, 283o2s*a e^cr>03 3S^2 ®0*£8S30 15 t»3 (Ko$SS{£ 3^23. 
$2o ar*tffi* t S^o S»%, £f®o8T*co3, 635*0® 2o3(2e»©S* ©©232^2. btSif 6 

s®$233(2e-3o5* 2T“[2$3 8 * 32.8530 15 «90®£8S3o€T* 6o2. €Po€J*gx> 835*0* 
233(2o5^ 14 «0®£853o5*$ 2S3o2. 2s2 (rtoOS^ 2*S$3 s*%230(2e» £*8 
330222°% 

w233«^ 5^3»©2: 

•>0* *g3©®3* 2>82^ooi3*0 Sodfibo^* 

228300** S83*^ 28326300*23 2r*OJ«J*ll 
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Verse 18: 

Tr; The great pada-tradition called Sanklitanam is being explained. This 

pada is spoken of in the chapter on prabandha-s in the beautiful work SangRa 
RatnSkara; enunciated under ‘dSsaila’ (desa+613: indigenous 613 ) in S.Ca. ; its 
corresponding work S.C. also waxes eloquent on pada; S.S. also gracefully includes 
it. This padam has been treated and defined under various heads like vrtta, curxja 
and nibandhaka in the 15th chapter of ‘Bharatam* which is the source book. 

Com. The author is making clear in this verse that Sanklrtan is padam 

£md snnlcTrtan tradition is verily the pada-tradition. Not merely that. The hoariness 
of this from the days of N.S. of Bharata and the uninturrupted nature of this 
tradition is spelt out by tracing its treatment in the N.S. and the subsequent works 
S.R., S.Ca., S.C and S.S . Thus is the excellence of padam established. 

/ 

1. ‘Bharatam’ here means the treatise of Bharata, i.e. Natya S3stra. In the 
context of vacikabhinaya (verbal interpretation) grammar and prosody are also 
dealt with in this work briefly. Our author refers pointedly to the 15th chapter 
where vrtta, cunja and nibandhaka varieties of pada are dealt with . Today N.S. 
is available in three editions, namely'the Benares edition, the Bombay edition and 
the Baroda edition. The subject matter referred to by our author occurs in the 
15th chapter only in the Benares edition; in the rest of the two editions it occurs 
in 14th chapter. Clearly the version of Natya&stra available to our author has later 
formed the basis for the Benares edition. The following are the relevant slokas: 
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aao^dSs© 3eig© 13X»|T&>&S 
4S|«S ar»63a1S$3» 3o3&®a$ €^£»Sh 
«»as5g aa© 

«s.«g‘t^^oar B |tfo iidbo ar’oaao t»3*ii 
att CT^ O aodSoijSo eBj335j3&a>3^35> 

3©go«fo aaoef d£>o (aaj*e»3db0*3£S&>u 
'£>ao ar^O&od&o? * *®3 8<& 3$r»2».3 * 

c$» —* ft— «mT$ ft— 

ft— 

iHfce^s© SoS^epao’aa^’ii 

(sP.fl^.aff 4 ®® 2co(d5oo. 14 «?o°£-38-42) 

esKsilsWSx a^fcogs" 9 ^ ®*^* 0 0 ^«^o ( 06 * 0 * JSj3(d5«o. 31 es^)®" 6 ^ £3 
ft.s Soao^o^* too 325o*o*3gJSM^^)a^sSij e>3 ©SpShpoK **sr®aij*3o 

‘ 3a3&£g’iSoS 33^£3&o&. s}6 Sa©2J-*^SB'3j3 aao; SofeiSSSi^JST'io. *0 
CT»aj &l5 <S 3 ‘ 3 oAi* CSo^SSm’ (1.5. 1625 s^pe^a) 

jfioao© 6 TSaa^cpga w^*c5*a^on»e» «>aao, aaug© eo "Soaoo 
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2. ^oaso, -J^aa^o^ §*3^ 3oAiS (Koa 8 © ~&6ox>'& 3*^&i5®3 «=»** 
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‘ebhih Sabda vidhanail) vistara vyaSjanartha samyuktaih 
PadabandhSh kartavyS nibaddhabandhastu cOrnava.n 
vibhaktyantam padam jfiSyam nibaddham curnamfiva ca 
tatra curnapadasySha suvibodhata laksanam II 
anibaddhapadam chandahstadh3caniyatSksaram 
arthapSksySksara syutam jfi£yam curnapadam budhaih It 
nibaddhSksara samyuktam yatichchfcda samanvitam 
nibaddhanitu padam jflSyam pramSna niyatatmakam II 
Svam nSnSrtha samyuktaih padair varna vibhusitaih 
caturbhistu bhavedyuktam chandO vrttabhidhanavat II 

(N.S. Baroda ed. 14 Adhya-38-42 Slokas) 


Not merely this. In the Tala adhyaya of N.S. (31 ch. Baroda ed) in the context 
of saptagTta prakrti a gfta is said to be a form of worshipping Gods and that it 
brings punya; that it is called padaniryukta. A musicologist by name Vipradasa 
in his Sanglta Candramu (Prior to 1625 A.D) says that asravana and other 
subsidiaries pertaining to hymnal composition are of two kinds; name.y apadam 
and padabaddham, the former being called nirgltam and the latter bahirgitam^ He 
urges that as bahirgltam pleased all Gods asravana etc. may be used as padabaddha- 
s only. (Vide Natya Sastra-Tel.tr. by Dr. P.S.R.App a: Rao. page 161. Foot note 
16 and appendix -2 , page 890) . So padam as a hymnal composition continues 
unint errupted from the time of Natya S3stra. 


2. The author has mentioned, in this verse, names of some musical treatises, 
but has not mentioned their authors nor are they in a chronological order. The 
N.S. available to us today, is called ‘satsahasri’ ( a work with 6000 slCkas).From 
Saradatanaya’s Bhavaprakasaka (1175 A.D- 1250 A.D.) we understand that there 
was a bigger work with 12,000 slokas called ‘Adi Bharatam’ or ‘Vrddha Bharatam’. 
It is estimated that the N.S. extant today belongs to the period 100 B.C. - 300 
A.D 
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Next to this comes S.C. At least four works are known by this name. 
Three of them are in the Oriental Research Institute, Mysore and they are in bad 
condition. One is known to be in the Oriental Institute, Baroda. Among those at 
Mysore, one pertains to an unknown author ( P. 1298/1). Another is by JagadSka- 
malla (P.5081). Yet another is by HaripSla MahTpala (P 105/1). The leaves of 
these three manuscripts are said to pertain to tSla and do not include any on 
prabandha-s. It is understood that the mss. at Baroda is in Malayalam script with 
the author named as Kavi Cakravarti. Perhaps, it is this that has been published 
by the Sangit NStak Akademy, New Delhi, under the authorship of JagadSkamalla. 
This deals only with tala. Be that as it may, the Karnataka SangTta PSribhSsika 
Sabda K6sa in Kannada compiled by Dr. V.S.Sampatkumaracarya ( Vol.I - pages 
286,287) says that Jagad6kamalla’s S.C. , an authoritative work on prabandhas 
and tala in 5 prakaranas is available at Varalaksmi Sangita Akadamy, Mysore. But 
it is understood it is only a copy of the above mentioned p.5081. We have to 
presume that the S.C. mentioned by Cina TirumalScSrya is that of JagadSkamalla. 
He reigned between 1134 A.D -1143 A.D. As our author quotes only the author 
of S.Ca. (in verse 41 )to the effect that S.C. lays down the absence of sikhSpada 
if pallava is there and vice versa we have to infer that Cina TirumalacSrya had 
not seen S.C . Not only that. It also establishes the fact that S.Ca. is posterior 
to S.C t 

This annotator has seen a photostat copy of two chapters ( up to SSrlra 
laksana) of a SSnskrt work by name Sangita Candrika, with Thiru .Dr. N. 
Ramanathan, faculty of Music , University of Madras, Madras. The author is said 
to be one MSdhava Bhatta. It is understood the original work is at T.S.M. Library, 
Tanjore. S.V.O.R.I Tirupati is said to have a photostat copy of the same ( Stock 
No.7012). Whether the unpublished ‘Sangita Candramu’ of VipradSsa and this 
work are the same or not is not clear. Both are dated vaguely as prior to 1625 
A.D. and 1615 A.D . respectively. 

The next work is S.S. of HaripSla MahlpSla. This work is assigned to 
circa 1175 A.D. There is a paper manuscript in G.O.Ms. Library, Madras-5 
(R.No.3082) 

/ 

Next to this comes the famous S.R. of SSmgadSva. It was composed 
circa 1230 A.D. 


50 



3. aota 3o0>g€i*a ‘^2.©’ 2 s 2 go s*eses3s»a ao h& etpjgeo^a 

0e3oQ®0®£d33«$o 23222^*33 vT°«». e*p°£dS3o£f® 27*208300*03, «*©0e3o 

O“a>»S0280»oCi®O3, 0000*03, CJ'SS 0«3OO*©3 e»3 %©g© 0oC5 

■CT®e 0t3OO°O3 Sa^esATi. *^0®(3e30^o’ ej^a ar®a0t3OO*2^ 8,St3. 

5er>, 2©e», toh&g'^ tvou~&Z 3 

00 $ o®lbg©®fe$ 8^2* ar»a 63£<3 11 

(&oft. Ocr*^. 4 eso°£ - 23 ¥^) 

2«j», ge», "Sol, ao2, e^ossa, ©os, o*a, 2gtj»& «3 aaasa 

08300*03 ar*o0t3oo*oS 32^e3&«j®d532 »0o. 2o* 2*ax*2£o 2025*33002 
©0433^ 3"?© 323fo 2dSo «& OaO&SoeT^ti^o ^£332 «9$0®dS3O. 32s 
‘qg^nflS*;Sod’ 82o22 2>»32 3oSo 52 ocj g2 (^I.g. 1700 0*o) 
2«©3 aa*eotor» ©>2 arK^dSs© gasfooon* &osa32otoj* $ 0 ® 0**®dS3. 

aoAa o^aec&Sisos aj-»0*as£ ar*^s < aa3o^© c*k 

0*^233^© 2dS233^o 2&>2iSSd53233^ 2©e2 s®3 qg ( e>233^©3 32y3id5330&) ; 

“ga^oe^o 7^00 0ac*a®o«fc 0*2.3o 

S^a^asc® 3<&r> 0®s^ 230*^0 ®*S3«” 

e^pjCsn^a & (Sgo^a.© 20233© 32^2-23^222^, au^ao 3 d 5 e» 233 ©g 3 

5»oas®0cJS3a33 es2 t)d53«oa22^ 202233 62202233 «22^, 0032 2J*|0®a23g 

a^aacueJa 1 ‘a’Kes®d53© s 6 Kr»e>}a3aaa^ aj®*^© (g)ao fo (c^aoon* asoa 
23222^, 20^380*^0233 "233232 0od£233(©3) es&2 $00*2 2c®0s®Oo 
8332 2Kf3*dS3© O®K0®$233^© 2 oA 3&02 ^t02<icSS33OiS3n®2 &>Sj®3£2J®6ot33a 

qg i c»08332 fi'oaa cSS3fc03o'S.” (qg^ej.flS*. 3 w-425, 426,427). 22o 

aj®C®dS3©go 3o&2 2o «l$a &25* Kt32&3iS32^a. 

■& ao^doc^ggo^ 32^2 ‘ar»a’ ggo Ao 2"la.aa3r°a t 2^ 3^ 

ge32o2 g®a*d&32 2®£SP£. ‘ 33bO o& 0S® / 82’ 2oft3 0odSo 0®X>2 3og 

tSo® (17 g), aofa* 2*0*23^2233 820-22 S3©s3®«8 232«a*e> (18 • g) 
«920*d53^ «923a®o-cr*Q3. S°2 g2 < jtto£ < a3«3+2*a=a3C®a es>2 2ii&2 32>^ 


51 


3. Since the ‘desaila’ portion of S.Ca.is not availabnle to us the prabandha- 
dhySya of S.R. may serve our present purpose. Many prabandha-s, under the heads 
of sOda, ali, vipraklma and sSlagasuda are described in this chapter of S.R. E12 
prabandha is one of the sQda prabandha -s: 

‘el5 karana denklbhir vartanyS jhombadena ca 
lambha rSsaikatallbhi rastabhili sQda ucyate’ 

(SangTta RatnSkara. AdhyS 4-23 si.) 

It means £15,karana, d£nkl, vartanl, jhbmbada, lambha, rasa and ekatall 
are the eight prabandha-s called sOdaprabandhas. It is the clear opinion of Cina 
TirumalScarya that ela is padam and that as dgsaila it is Telugu padam. In Telugu, 
Pottapi Venkataramana kavi (circa 1700 A.D) in his work L.S. (3 asvSsa- 
425,426,427 ) mentions A.B. and S.R. and says that £la-s are padam-s coming 
under suladi-s with r3ga, tala etc.,, that padam-s can be composed in regional 
languages on the authority of S.R., that the first 3 lines are called ‘khandika traya’ 
with ‘pallava’ and ‘upa-pallava’, that they should be composed with matrasamaka- 
‘pa’ gana -s (gana-s equivalent to 5 matras each unit, without restriction on the 
placement of gurus and laghus). That a padam comes under suladi-s is confirmed 
by this. 


Kallinatha’s commentary on S.R. says that the word sQda is an 
indegenous (desi) word connoting a certain group of a particular type of songs 
(gita-s). V£nkatamakhin, the author of Caturdandiprakasika (17c) and Tulajaji 
Maharaja, the author of Sanglta Saramrta have followed this opinion. But in 
Kannada there is a school of thought which splits the word suladi as sulu+hadi 
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with the etymology that it is ‘the easy way to attain bliss for salvation-minded 
people’. These are longish songs, different parts being sung in different tala-s. The 
seven tSlas under sOladi are (1) dhruva (2) mathya (3) rflpaka (4)jhampa (5) triputa 
(6)atta and (7) £ka tala. In Kannada,Srip2dar§ya’ was the first to compose the 
sQladi-s. Vy3sar2ya and PurandaradSsa have popularised them. These songs are 
said to be characteristic in dasa sahitya. In music the word ‘ chSy5laga’ has become 
‘salaga’; ‘karapata’ has become ‘kaivada’. Among prabandha-s there are the 
‘salaga-suda’ variety. With the proximity and influence of salaga the word suda 
also seems to have changed to ‘sula\ Let us consider how the word £12 belonging 
to suda group could have been derived: ‘Ela’ in the sense of cardomom creeper 
cannot be the name of a song. It is easy to say that the word ela is derived from 
the sanskrt word ‘heia’ but the meaning does not fit in. The Sanskrt word ‘ hela’ 
has two meanings besides being the name of a particular river. One is emotion 
inferable from the movement of eyes and eyebrows; another is repudiation. These 
are not suitable to indicate a song. The elongation at the end of the word ‘£12’ 
may be the result of naturalising into Sanskrt. One can consider ‘£12’ as a Dravidian 
word. In Vrttaratn2kara of Sanskrt prosody there is a vrtta called £12 under the 
15th chandam (metre with 15 letters). The gana-s for this are sa-ja-na-na-ya. 
(HV+IVI+ni+ni+IVV); caesura (yati) is on the 6th letter. The number of matra-s 
will be 19. In Telugu the same metre is called ‘ ila’ by Appakavi. The ganas here 
are sa-ja-na-na-sa- (HV+IVI+ffl+in+nV); caesura (yati) is on the 8th letter. The 
number of matras will be 18. Citrakavi Peddana, another Telugu prosodist lays 
down caesura on the 5th and the 8th letters. One cannot help saying the ya-gana 
given in the V.R. in Sanskrt is a mistake. Similarly the name is given wrongly in 
Telugu by Appakavi. As a matter of fact both are dealing with the same vrtta . 
There is a rule that ‘£12’ must be sung with one of the four talas of manthya, dvitlya, 
VamVsia and pratitala and they have just 18 syllables. With the gana-s given by 
Appakavi this can surely be a kind of ‘£12’. These £la-s are said to give dharma, 
artha and k2ma, both to the listeners as well as .singers. So the subject matter 
will be of exalted nature .The Dravidian wordElu means height, elevation, exalted 
position. (DEDR 851) Elimalai means a high mountain. Eluru means a town 
situated on an elevated place. This is one way of interpreting the word £12. Another 
way is to consider the Tamil word ‘YAAL’ changing into Ela. ‘YAAL’ is an ancient 
stringed harp-like instrument. People of P3nar community used to sing with the 
help of this harp. The original name of Jaffna in Sri Lanka is said to be YarpSnam, 
a village or place gifted to a p2nar who sang beautifully with a YAAL. There are 
regional divisions called Mullai, Kurunci, Marudam, Neidal and P2lai in Tamil 
literature. Each region has a music (pan) of its own: Mullaippan, Kuruncippan, 
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75p?g©» e»|5* 3o3 (2to 3:00*6 a°©*t’ ii 

(»oA. 60 ®^. 4 ©g°£ - 114 5j) 
(d»tfS> 75oSio6aae>S3 (Ko4So€>* 753:6 37»S>3 Sjgo 36n»3ac$a 3^o) 

SCPTa©€>® «a3jO®^o«J36>33 ©3:(*K5e»o*J*oco. eT’Tao (d^oSjiPa*? 4 63 
30*83«on» 6oto:oa. 7f*6 «&>g^ae» ^Soocp &,"! oaoS 8 " 6oojo6. «o(6© 
iPiPKaas*©*?® closed* 63t7®5*ify_toon» Aoiouoa. p»ss© ^aadcjon* 
$S7®6<P363*«fy-67V® 6otcoo6. ** 

4. 336 3q»©5* ©©oS^aJaatS 33o®6 6®6s®e!3t3 ir°co d°t3°©5* 

c* VO— «0 Cp O— (BO A 

&P><5£ ^5o£5&rj «$}#o spSoocp 

3joS»3 Ib&o&oQo 3^. d^.6 3©3'©;53dS:a:o s»3 ^36 Mrr» t^ 
(S)6^ o 7v»cpa63«©a3 aaOoa^) ©^cpogpoa^ «©a ‘■ar*6aao’ ©3t:&:ifcoa. 
3o6®eag'aa3 «^CPeSr»6a}, dS:83cJS:3ao, ©^63ospc3cBa3ao 6o2a ‘3©6 
a&o’ ©atasoikoa. 0 
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Marudappan, Neidalpan and Palaippaij. Later on the instrument ‘YAAL’ has come 
to signify the regional music also: PalaiySl, KurunciySl, MarudaySl, NeidaliySl. 
Tamil musicologists say that these are but the cerupalai, KudippSlai, Padumalaippa- 
lai, and vilkarippalai of ancient Tamil music . According to archaeology there was 
a ‘YAAV like harp called ‘Zagal’ in Greece. The Sumerian harp was called ‘Si’. 
YAAL - like harps were discovered in Egypt and Babylonia. So one can say that 
YAAL-pattu could have easily changed into elappattu, elapata. The change could 
have occured in the same way as yarn (Ta) > Sru (Tel) meaning a river. 

These Sla-prabandha -s are of 4 types: (1) ganaila (2) matraila (3) varnaila 
and (4) d&iaila. Again among them dSsaQa is of 5 kinds : KamSta, Lata, Gauda, 
Andhra and DrSvida varieties: 

‘kamSta lata gaudandhra drSvidSnamtu bhasayS 

dS&khyaila budhaih panca prOkta manthaditalatah’ 

’ (S.R.4 adhya - 114 si). 

(Obviously the sloka cited from Pottapi Vgnkataramana Kavi earlier is not correct). 
Karfiataila has alliterations in the beginning, the middle and the end. Lataila has 
one rasa only without any gamakas and prasas. Andhraila has various gamakas, 
ragamsas bursting with rasa and bhava. DrSvidaUa has freat bhava and rasa but 
without assonance. 

4. Embellished by various letters and expressive of various meanings a 
metrical compositon of 4 lines or a stanza is called ‘vrttam’. 

That which is not framed-in like a vftta, which has no fixation of number 
of letters or the placement of gurus and laghus (stressed and unstressed syllables 
in English) but composed with an eye on the expressiveness of sentiment of letter 
is called ‘cQrnapadam. 

That which has a composition of prosodical frame, obligatory caesura 
and fixation of number of letters is called ‘nibaddha padam. 
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19 


Son 

xSjoS* SStf 3od$oea© fT* 

sods 3d5#§ soSms 

&>od5aS Ot^cSST* ^S&ioeaS JSttCKi5"n 

0*HSSdjo SH^JPdSodSe&i^S SdSSSO 0 (S^iPSS SoeJoOo-SJS 3od5* SOS 
■3©dSi£SP»3 SSWSjo iJCP^'CSOcso \5"& SPd5od5a3£r*3 f^Dod&S d^C^ocSSJOdSi 
$Jl3&ott 'SdSSko^exS* &% QG^d&'&K SSo^JS QS^ifooft. 

SP^ii iSdSJ&o^tP©*** SOSO 0 ^"^^ SSgCPCPdSoS* aSa^SSidSiCPd&a) 35 j 
eSoif JSr»(0®J5 cPodSo. f^Sod&S £F > G a o6&o&> eJ^Snc® 6J5j3y<S wdSO^jSdkeo 
(jf<^on»- &o& d»02:SJ ,, <r‘a». weP'ft 3oS*«d5on® Kead£>©(£W3 J)dSiJSr>©o 
ds^sooc , » ssws^o as^so© ^podSj. «>a gKaa^oIea'aj 3a 

asar»^rao5 SdSCCSSn* 6ajay3 wSJXPdS-aa £#^on» 6o<£ ^OSacPtfcodSS 
«,©^cSS5or _ Sd5^SSg)eo adSSSi* ^JS^O»^S'& Sacr^S"! >05»^ 

(?% 4y5 ^<J. SS^^JOdS'S SS ep$(£Pd5oo KaiS>o3d5K&. eseP'^ SO^Qaeo -&«a 
&o3 #5 dSo^adSerd d«gs»£»}_ (3^en>^ se^SaodSTS v>®\ir>abo$r>ti 
KSSi»o-C5d3«^. 

A 

1. ‘Sd5o’ ©>o"fc> ^aa^fc^cF 5 ^Son» &r>6ys >o «>£ (KSpo-cp© 

( aa»d&£so)* 

2. ‘-dSoesS’ <s>3 SST'OSa tiiSo, tfead&C^dkoS 6 Sd5^d5vS^ adSd53aai 

3lV) ^o, «9» <»IP©5. ‘Sd5&T»0-CS)Od5’ 3^5*0 ad5d53;P 

3o£>a dS-S^^SSroS^ £f*$o3 qS^e* y» v ^, o «pS ©Co. 75oS*d 1J d5o 
3ad5 ‘■d5od5o«o€>’ ©a^o "SScpoS* eO ©Co. 

3. ‘d?d5^o’ ©3 aPOSs ‘»d5$o QtSb& <5d5^«’ (©SjoiSS d50o3a) 

©& ‘^cssj^espd^ dSdJj*’ (aaa©3a $n»at53e») ©a a^a^a. 3dSiS*aa 
"oka Od^oS"® w-CPCo S^d5oA» 6otao&. "SdSo (l) ao?Pi$ (2) (tpa^rao 
(3) wOeagg© (4) dasa.iS” *95) 4$pn»e». S)t3€^ (*j»«3»^cjo dfoadsjvpa 
^<&>^© XjpT'iP^ ^tpo3 ^aj»S^ 3^o&. ZalPiS&S 2oo\SF>ta 

ia63pKaaodbo<§^ fodfoodsae&a ©ipSi a&d^ox. 

^*"&a ig^a&'Sba d$cp^ ttT*d) s^>oo7P aojo3 dsc^ao asbai^asa 
‘s^pd^SjoaPoa’. sj& SCP^-aCSF^ ar“(iJl5i> 3a^dSo 25© 

(atheistic) IP’odSCotPdSi. s d5j^3Sa^*’ ©3 cSSiS^ SagS^&paoJP 3d5o 
3^odi7P c2bac3Sr»n»a^«Jb^)®^ 3^ 3asOd5^o s6^d5o S»SStJ»^I ©3s*So 
zl£o. •&*%* y t!i,o€) t $K&c4to3 ?ir»Oj ‘iS&n® ^S^S^oa^P ‘©^p’Ojo’ ‘©dSj^o’ 
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Verse 19 


Tr. Among all the poets the poetry of one who is ignorant of the metrics 

of Padakavita will be inferior just as the dharma-kriyas (religious rituals taught 
by V£da) of one done with Vedamantras but without bhakti in_the Feet of Gbvinda 
will be inferior. 

Com: It is not enough if one performs japa (repeating mystic syallables) 

hOma (sacrificing certain substances in the sacred fire or water ) and yajfia 
(scrificing certaince substans for certain gods) etc. with VSda mantras and rigorous 
acZtra-s. It is only when there is devotion (bhakti ) to the Feet of Govinda that 
the deeds of dharma become meaningful and the best. Similarly it is not enough 
if one composes poetry according to prosody and without defaulting on ganas, 
yati and prasa. It is only when it is hymnal, in praise of God and a song (pada) 
that the poetic composition becomes the best and meaningful. The fact that our 
author opines that padakavita, deprecated generally by versifiers, used for hymnal 
purposes becomes the best and most meaningful poetry may be noted. Again the 
opinion that bhakti,generally deprecated by ritualists, makes the religious deeds 
best and most meaningful, may also be noted. 

1. The word ‘pada’ here has to be understood in the sense of a song m 
praise of God. (Pada-niryukta). 

2. The word ‘chandas’ carries three manings namely vgda, prosody and 
freedom. The phrase pada-marga-chanda means prosodical rules of composition 
of padam. The word chandambula at the end of the second line means vedas or 
vedamantras. 

3. The word ‘dharma’ has the etymology 1 sarvam dharatlti dharmah ’.(that 
which bears all) and* dhriyate janaih iti dharmah’ (that code of conduct taken on 
by men). Here ‘dharma’ as prescribed by V£da is intended: that is in the form 
of japa, h5ma and yaga. The 5c3ra in Vaidika dharma is rigorous. Veda is in 4 
parts: (1) Samhita (2) brShmana (3) Sranyaka and (4) upanisad. Among them the 
brahmana teaches the performance and conduct of kratus (sacrifices). The mantras 
in the samhita reminds the performer about the meanings that he should remember 
at the time of the performance. Jaimini’s Purva-MTmSrnsa is the system of 
Philosophy that discusses this ‘dharma’ enjoined by Veda. Because it teaches only 
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crir>ex> 32r^ocgca>. $2 tSK3o£fc>3§ ASq^oon* &k§*aK$P«P©i. 

^S 5 g ac^o£* ‘(?g’ n® 33^odo^ ‘sSS,’ ©3Sjo3igjotxoa. 3 as 30*^33 
cso^ 6 ge^aa^oS* >uj aS.sj-ocp ©aacSi. tsjSiSa se^s^o, SKaa^oieao 
3c&^a saa^o l^aaooojsr^ao a>32a. a^s^0;p&>£>©s» spkoS* 

‘^ao^s^ej ao°^CT»o <330* seaman’ ©a ats^cyBo ©d/\a 
&Zv^tk> aaj-®o«3ofi<> 32^3 

‘^•a> s6jso»^cpo se^gas a3r» 3oa* 

«s«^S25 ^os6s^o 3jc%^’u 

©■^a 2S£Qr 6 3‘3>3 wS}3Sj S®3©&3 $§3 33SX»33i3 30«^ 3ot33 

3 ^a^a. saS gc^S ‘aaaS,’ © 3350 . gaaa.<ft>off* ©a aacj-'S sao 
aa. ge^&>3 aa.dao^ f^aoaaasslL 3oaa^ >o»©a 33^00 

4. ‘as’ ©3^)&> $go&j, a«3oifc^ - s?g<w» 6ou®&>. 230 s ^a 

a9^a^O°33cSSr»c33a>©5j 3x©£3i3 ;>33-r»(3o. aJ o ^v^ e077> (1) S’CiS 
al3r , ^G'°oo*^2) ?®od©£ a§ > 3P , |a ,, ©i {3&CP05. QJ'S/i^a^ai ‘da^eS© 3acS’ 

g^giiS fi*aa>oa. sjS53r>a33B3$fi ‘a§c>da3o’ aj,a ‘oa >cx 

SP3ofi®K© t,g e»on» S3J»S)33oa. j}3&^ 3o3^a ^o5J»©J. 
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the ritualism some people say it is atheistic A« vm, « 
vai vispuh) the system of philosophy that teaches about * Y r J " 3 lya -’ f ‘° 

be atheistic. Though God is not directly mentioned in this s * cn [ Ices 030,101 
of ‘apurva’ and ‘adrsta’ are ^ ^ ^ theoonce P ts 

„ m „ipo, en , God. mat is described as •fatddW (ea^eTX vldaTha^a ™ 
be called bhakt, m ordmary terms. In the performance of Vedadharaa bTakti k 
also required dong wtth ntualmtc rigour. Our poet says ritualistic Zur wbhom 
bhaktl and poeny whtch does not praise God are inferior. In the proloLe of Visnu 
Sahasrantoa, Dhartnaja asks: •KMharmab sarra dharm5n5m bhavLh palamd 
matah? (what is the dharma of all dharmas according to your considered opinion?) 


‘£sa me sarva dhannSnSm dharmOdhikatamO matah 
yad bhaktyS pundailkaksam stavairarc£nnarassad 5 ’’ 


(Man should worship the White -Lotus Eyed God with hymnal compositions 
with bhakti. This is the best dharma of all dharmas according to me). This speaks 
of bhakti being necessarv for the ritual of worship as also the praise of God as 
dharma. Kavi and ICarmisthi ( the ritualist ) both need pada-bhakti. In the case 
of the poet it is hymnal composition. In the case of the ritualist it is bhakti in 
the Feet of GOvinda. It is well known that prosody is described as the Feet of 
Vedapurusa. 


4. The concept of bhakti implies the duo , the bhakta (devotee ) and 
BhagavSn (the God ). So this is a practical discipline important to dualists and 
visistadvaitins (1) N&rada bhakti sutras (2) SSndilya bhakti sutras are well known 
works as bhakti-Astras. RQpagOswamy’s ‘UjjvalanHamanV teaches Krsna bhakti 
exclusively. MadhusQdana Sarasvati’s'Bhakti RasSyana establishes ‘bhakti ’ as a 
rasa with ‘citta druti’ as sthayi-bhava. These works are all in Sanskrt. 
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Son &)© 3t^d c&P©CSeo 

S\Sdl)iCss^^.^ddioc KocftSoddS^C 
?jj©d&?to Zi.x!ws (JSj^o A 

S^©cK)©1bd5x>K a>Ki© ^Oosjesd 20 

*J»ii (Seao^S Odd <SS>d SJ 0 & ©©os»0o -CSSSiO^Co ©o<£toOon® d:©"^ 
#3 6<|«o as^n® 'dd'Soa sr»ZT«r>2i9. ©©»s»Soog® »3®os®eo5* aao &r®e^3 
&iS&i ajS^.0n» d^©d ®©5 s®Sao 8 a;p? ©GX©&> 0 ®&a ©$|£r»cSko. 

a»^ii^ssa3«r'^s^» aaoad#* &r®a ©eos®oaai0®j r a®eo ©ocpoa, ©sy^ 
S4SS0 s»d£Sba SPoad sps^epsa, ©d’a^Oo©* &r®0yi w gy© d^oatew 
5®SboG® ©o£.aa SS 0^£^"»btS ©o$o - ©o ~$o febJSd Soft 

- { 5 « 3 o 55 o. 2j<3&d ©o*t> aa©do, S©6 Sy©. aadddS* ©eos*6da>0'yr> 

©jo’to'S SOSj Iba (success). ©e>os®Co ©©"ts ©od5o 3<&£Oo; ©©& = 
■cpeo ©^Souirt® 3<ft>£4©o; 5?o©So"t5 ©oaon® ^cSScg^iSoo; 2 )& cr®eJ* ©yin® 
<Soa ©aSboiSooo vlcSS^a©. •&» ©oCJ°a§ $©o ©y<b. -0« ©©oSOo-CStto ©3a 
Odd^T® ggp©os®Cetf®aori®aj ©o®©os®0 0J®aon®dj ©oSddiy. da Odd®* 
Stolon® ©«3o(*PS 0T*a"2ba «tP©os®0o ©djySjoc® Sd£)&>©boa. *©o|55* 

S)o£tf$<5&o >di^a lS3'ldq®«foSP’ (doft. 5€T^. 4-33) sjo^an® £>©®jS«aoa 

e&eso. ©CPe6S®a®<a7® ©o&ddoy. £ f >O ©3a 0®«fc2$)5i ©0'®6$x»©on® a3y 
‘SS7»ifc’ KdiS «8P©OS®0®a3 |0pQ®d£O. adi€P^.0o ©CjiPdlPa^ 3"Sry6didi 

»t3 soj^ady. s?a © 0 (§cssr® aa© s®aajy, ©<p©os®eaxr® s®aa^. d®oa 
&g3&xr*ya**x> ^sSfiS «©os®0(Sc3L7®E»do &aoaaj. ko^o©® oaa3"|> ©a 

3^©&°©3 ©co^©0o«fco5. ©€>«S2^£f^ 3a§ dotioaoOd Sy© Odd ©cood® S3 

go, ©a»os®o ao»ao 3ai§*aao ©aaoo. s®€>o°a®a a^g^eo &r°c® s»sp^a©* 
Ssjdir®a»os®oaa®5o 3db£&o 05>ai&>. ©a ©a*os®o®lb^ ao©j3ajgbo3o3 
Sy©g{£ {J®d}3at5d a&J§> tj®a§®3o (emotional sheath) £*§ (a3$oafi©ofo 
0®tk». ^gSfiiS 3&>. qojia? >SJ*©£o< 5* 1*5 JS3a*» t '37t*35''ISC€>t5’ 
(Negative capability) ©a a^aSPdovPBo. ‘$e3>s®cftr®o’ ©3 o°©s<pa^ 
uO $&Sodjo j 3§ : ©o'ts 3>aodoo ©a©0o. ©2 pos»0o aa«x>5io"£o3 £§ 

fed —* 9> —© 

£®a$o ©j&iboa. sase, ©sj®os® 0 o aaojg'a odd 3<&r$e ©d^a^ ©a 
c5ado©®^s^od odd Sdss odd ddsr®^ ©a a^socagoa. 

1. aa^oo^o^a ‘sj©’ - ‘aesaoo^so’ ‘^tjoao’ ©^ «oo^ a®a 
ts&oa. qa 5€7°oddSi aoaoaoaoa. d>r®5*d®ao ■a»ao ©o^ ‘sj©’ 
s»e^5>aa d»oada®ao, «©aa aa'do'Sddjpaj ©a ap^to s»S5oo® ‘^cw^aa’ 
©t5 ©oo^ sj-®c® spatj&oa. ©dn® sepodd^ ?jas©«uo ar®^© s®s 
^c»^oSr>a® doa®aod3Soooj;p^ad^dj®o. Sj© ©^a 26 doadw©# 8 20a 
doa»a5a "&0b. 20 e^CPe^ao ©o^a gy©dyoao. 
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Verse 20: 


Tr. If the composer of a krti hymns it with alamkSra and camatkflra 

he will become*successful. As against this if he composes with haughtiness would 
he not become a laughing stock? (certainly becomes a laughing stock). 

com. The authofsays that even a hymnal composition like a krti (padanj) 

should possess the attributes of alafpkara and camatkSra for the success of the 
composer and that haughtiness would make the work only a butt of ridicule. A 
prabandha means that which has the best composition. A krti means that which 
has the workmanship. The composer attains success only if the composition has 
the attributes of alaqikSra and camatkSra. The word alarijkSra means beautifica¬ 
tion; beautification to the point of saying ‘enough,we cannot further improve it’; 
to the point of making it appear highly satisfactory. Satisfaction is the result of 
this beauty. This beautification in a composition may be in the form of Sabdalaipka- 
ra or arthSlaiftkSra (verbal or semantic figures of speech ). In a pada-composition 
verbal form of alliteration is incorporated as a rule: for ‘anghrau khanda dvayamsa- 
nuprSsam 5k£na dhStunS’ etc. is the regulation for £la prabandham. ArthSlamkSra-s 
also can be there. But since a musical composition is the ‘matu’ part of a song 
coming in support of its ‘dhatu’ verbal alliteration is more important. CamatkSra 
may be experienced by the mode of expression of an idea; this may be arthakriyS 
paddhati or merely a semantic figure of speech. The purpose of alaijakSra is not 
served if it does not result in beauty and sensitiveness. If one composes with 
haughtiness his work is sure to become a laughing stock. It is well known that 
great poets like Kalidasa and others have deliberately expressed their humility as 
a mark of shedding their own haughtiness. Only when an artist sheds his encrusted 
ego then only will he be able to enter the emotional sheath of his subject matter. 
John Keats has called it ‘negative capability’. From the verbal root ‘ bhaja sevayam’ 
is derived the word bhakti which means serving. Only when haughtiness is dropped 
will bhakti be possible. When it is said that the composer of a padam should first 
shed his haughtiness and then compose, it is tantamount to saying that he should 
compose a padam, which is in praise, of God or Deity with devotion. 

1,. The word krti at the beginning of the verse is used in the sense of 
padaniryukta or prabandha . This pertains to an artistic composition. The word 
krti at the beignning of the third line is used not merlely in the sense of one who 
has obtained success or one who has become successful but also one who has 
become meritorious with ‘ punya’. Again krti is also one of the 26 types of metres 
in Sanskrt prosody. The metre with 20 letters for its line is called Krti chandas. 
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2. woiSAoaoo «ooS)©. s°a eoa°a^ 

atSjQoatao SgjO. £r>g#£o ©an® S^eao&aspBj §*5oo> &£§ JJco. 

•& ©oos®cr®co Kgeo, ©ocSe^n® tr»3*^e». s»a Jbtfon® do£ sp© ti^dSon® 
*oo*©. - 3ofi < ®o¥o $a aaKt»f*a 3K©> offta»s*siig ©oes ^ds^oa* 

&.*>ySo &a^tx SPB^eaS®© a3£5£SSooe» S»SP©). 

3. -aaso^tso »■$& e-saajj&ai aj-»sn®;5 cptr^cgon® aoaao ad^aatg 

s*aoo. q& s»*as*ao€r* saoeaasy asao o »ooootT®ax>. 

tsaa£?*a tA^ysoa© asaa»^ «a>adsaar® aa*j<k<sr® «yato&s ■aaoo«j r oo. 

4. »dta cpa»ttst>a© soit -Ss> |a©^e». d&tfac^ t»o~L> a^aj 
ata.o a© s©^ (»d^. looaoo «aj%8j $Kao$fca 2?a»a^s^>(!r>^e>a) 
3a^tto «a a»<p^©^d5)o. 7s»dto^5Pcr»^dS3«)a5 a©oaoo (fooSeao) wiSa 

TPepC^dfco. 

5. ©a®oSj© - ‘3as’ «»iS «?®ao€f*K© kc$o, asOo. ‘«a»o<r»’ 

3a» <»nl awisar^o. ‘©Jj^©*’ pam) ©3 o»a£p^i©«ba awoswa^acpio. 
agaaj^apjd&o©* ©s®eo ■ax>a©>§'a a»s»eo aes>«© atgoao aaipafoo^fc 
aasHSoS* aaJ*MS"^ ‘©a’So’ ©i$)ifco£>. -&» 50 e^o®©- aj'©jSe-&r»'<5^ 
s»©s®3a "asea^a %a©aoe ©a **iSdio©> 3>&>. acaj^s© saa^ 
aapa t e'&> a &a aasaos ©${d«dko. sor»jo»a 3^o ««aai5e»5j a^Soo. 

«<»a»os»0o a»©^s®3®os»eaja o'«a»3»os»saja o»ai>a®os®8aia z&r°tk, 
es»©o. -»<ad5^off* cr>esatr>aia»a»os*cp>3 |K??ovP©. 
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2. The word ‘alamkrti’ can be split up as ‘alam+kr+ti’ meaning beautifying 
to the point of saying ‘enough’. But beauty is a concept difficult to define . 
Satisfaction, affection of the beloved are its good results. These embellishments 
are external like anklets, bells etc. but they have to be sparse and must sit well 
on the body. The second point is that they should not appear to be deliberately 
donned but that they must appear casual yet impressive. 

3. A sudden sense of expansion of mind felt by the perceiver is called 
camatkSra. It may appear in a flash of brightness on the face of the perceiver. 
We usally refer to it as ‘surprising’. A sense of expansion experienced by the 
perceiver at every step on account of the prettiness of the composition is 
camatkhra. 

4. Klrti is the reputation gained on account of one’s generosity and 
p hilanthr opy. Reputation on account of one’s own personality is ‘ yagas’. In a 
hymnal compostion praise of God’s grace and generosity is the important idea; 
praising of other qualities is secondary. 

5. ‘ aham krti’-is haugtiness contained in the thought ‘I’. AhamtS-is mere 
awareness of one’s self; it is just that much of awareness as we have when we 
say ‘I am’ (asmita). When all the alphabets starting with the vowel 1 a’ and ending 
with* ha’ are signified with these first and last letters closing it with ‘m’ it become 
a-ha-m. The fifty Sanskrt alphabets are said to embellish Goddess Kali as a garland 
of skulls, according to Sakta tradition. The hymn Karpuradi stotra addressed to 
Kali is the most famous one in this respect. This .ahamkara is of three grades 
calied satvika, rajasika and tamasika. Only the rajasa and tamasa types are to be 
considered in this verse. 
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iliAil 'SOJCO ^5S 3X , C&5 3&S1S081} 
e»gffi>ga 3 Sc |oc3y»g_3 3 

>$33993 3ca<wo39 S>383n»3 
3o(3a°dS90U9 3«9CK3 at&SgZiiS 

Hon 30a»3ott93 3339 

Jto05SS»*JS»S 33 c 3©8>§*39 g33e»S»<§" 

»8ar»^«SSJ* <&3® 
es>8S>oSj« sso 5*sc5*c$o^fc9 ooCJxT 22 

3iAii 3oj3a*dSr , Ki$ ej33?j*ii9c|i3 
<#3859 <X®©3 y^y'ioSO'-CS^Si 

■C50cj«Sw«» K39 3939«5)3g}i5e» ~&oo 23 


0*n «M>c&>g S»©)33^t3§ 309^3 3g-33y$95* o»»§ ?b«3i">»393 < ^3»33 

n»5, 3tt2>3 g$Sa ^STSrpS 3$o2>£i!39o£>. 3o(3a®cft>o l!ta9&9§*& 

3©33r©3«J®3 SStJjoSr'tt zt&'fi «*s$§3js»3 32>^3a i >3a5®3 03 Ss® g3d3s®3 
>aj339o&. (21) 


PfS* -. 


3Scr*5S8(a^»{3o 3©n»3 fo&3)5**-3foottS’>3 3©5 j§ t, '5 g©SSx«toe» ejSS^iS^ 
cSSX'3 g?€Pcoo. w^aeiiSo^gjott 33 3>33 35^3g34S 5*83 fcou^ 

39430*0*383 *J©S>3 jpOoU'Co. (22) 
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3oj3a»<39«£3o goJPSi 3S)^3g3i$$o Sify.SiJ^'So 3839O(€J 0 e><5 € 33J"*3 
3J*{&o£>. ^ ‘Sog'bgjCiiS) . >83a®^e94}eo39i*a'>3i e>e7°ot3 g3«3^3o 

j°eo. ‘4'6 390^8 »3o ad&^g^M^eSi. (23) 

jj»£m -g* 39T*3 j 3a®£«» 3o[3a*dSr ti 3§ 6o3 j> 399ST>£3^ 3>coo. es&933 
Otf’Kj’ 3 So "SoSl* 6ott^). eePotSsPtto 3o(3a°d59S3j;3o ^SjoG* 

3 ^ g 3 d$o 30* §80 339o5® 5*© 38^0 3^o6. £38089 s^g^ca)^ 0 
Kid9J5)SS«S»S 330* j3>8o 3en»3 3o(3a»cSS90 Seoao^SooC* 33 ^sp3 
g&J^o ?boo€i® 3939^ 5®t33 37*^0 3 g 0 ^*o3)$3o 83 39©38^o 

3^o&. to89«3.$ 3So3CP>K«on» 33)3 flSSod* 33^3 gSd^o 38 2oo^Jo<5^ 
33r»3o7P 6o3 ^33r*s*oS> s»Se>3? l> «fco83 3i7*£® 38^0 3^03. 3o(3 

CFdfcSi'Sa Jb8j«^SCoS8r!» 3-0)3 35*|;3o. «s8 ('SdMfy.So. (jlcSSoSo^ esoto 
O*?to&$o. oSp§ Jtospo 5°SWS^. !6^5&>3PO 5°«SCSy 9 "Sj^o 
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Verse 21-2.3: 


Tr: Though fired unwittingly a cannon or gun-pipe (used in processions) 

destroys either its target or the gunner or itself with a loud noise. Poetry of a stupid 
person, unacquainted with tradition becomes harmful in the same way. (It ruins 
either the objective or the composer or itself).(21) 

The words or utterances of a poet who knows the tradition through 
a preceptor or grace of a Deity, become nectar-like: on the other hand poetry of 
one who haughtily starts on his own (without being taught or favoured by Divine 
Grace) is only mud dug out from the mouth-pit, say the learned. (22). 

Good poetry by one endowed with knowledge of tradition will be 
as good as the V6damantra. That itself will be an efficient tool in realising the 
Feet of the Lord, with no need to do japa of any other mantra. (2.3) 

Com: These three verses speak about the importance of tradition. A 

stupid person is not likely to have the grace of either a Deity or a Guru. The first 
verse delineates the harmful nature of poetry by such a person without knowledge 
of tradition. The second verse says that though not a stupid, the poetry of one 
who does not get enlightened about tradition either through the grace of a Deity 
or a Guru will only be a strain on his mouth. The third verse says that poetry 
of one, composed with the knowledge of tradition handed down from guru to sisya 
becomes as good as Vedamantra leading to jn5na and mOksa. What is called 
sampradSya (tradition) is empirical knowledge handed down through a series of 
gurus and sisyas. That is sr£yas; the future good: it may be worldly happiness or 
spiritual good like attaining the Heavenly Abode or even Liberation. In this context 
the „sl5ka found in Visnu sahasranSma stotra can be applied to saihpradSya. 
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JST’SFO* ^5SiO S5S©^d« 
e<3*0 £$5*$S^, <5C£S$ 0$5©O5ga«’ 

w'S saj S*SJ*J» a*^;^ §Va^ So^CPdSsSOon* wSjcaJO-SjS*^^. 
&x*'ykP 'w sjujoeT aojaEwssya^ &© ao^csj^ >*3oa&3 
3S],oft. Saakod ®35 SoAao^So e>o«5. es5aa S*t3 Saa&5 "2>t» ^§*25® 

5©^ aa^aor o*^ •Ai«sLs a>s » ^ 

S3)0»6 «^CJ*eo, SjfiSO g)« <J6pSa £*£©&. SoootfajJS S*o©»o S£o*©5 
■SJCdSsSiOCS 0 3"2^ S2)if$o t&> d«&oa3 ©${d*<J£>o ©a^tojgSoJSjiSsoeh, ■£« 
ao^»a»dS>S a«r£o SiaofopS^o (KoCP^Sj 3K&fo z*v> J$)t33 *&** 

tfocs^ ©Aon- 6oa. a»^aa 3S> Zxa* o a© ^a 
g&Sroa saa^o 3 s^uo n»a toco d°o&a^o ao£r*aoa saa^o 

33>oos»a i>OS»eon» So^aodSr*^. a* HoSt* s*S50G® a$dbo*) 

a.5* >33 3&S Saa^o ~5*i35 £35 ssr*^ ©$©5033 «cr»^« SO^oS® 

SS 3^3^35. *SO* 3©n*3 JbOjasp^ 3©n»3 3o(3CJ»dS5o 305 

SoS*^ 5J»3 033 ■&fii$:o(a »35350053 *j&> ^0300,. JSso(«o 303*3£O. 

So(aicJS 5 «s»aiS 3 ^a © e>»$ aj3353^3r*o. ©a ©©Sjsj^&j ©a»s» k*»j 
« sasoaa ©3|><&o. -Sa^c&so 30o3o*K3-& s»a sjesjo^ 

©Cco »*CS 3 . ©to a^o SJ-»e. ^ Sjpiir»<JSjc» ^353 s $r>o©*©& 
ijbpgtfjo, &r»e£o2«o ;$)0*CT*o308-a53 dSjipaa»aS sjoiaajo, soses^a 
>o30£©3»o§ ^ acp^&oiaao^ tposo a» soese^off* K3o3o33Ka. 

1. SojaocdSs© ©3^)35 '83*»$ on * 3S^o&o33 ©$(><85o. 

2. 3oSo»a3*> SOoSsoes- ©3^35 t d*&S*$**S0wZ* •* % &a - 

&PS (&a3 esi3 Zfa&r'Z'&X Zti> 6* $533*05, «o3fi i>cw©5 $K3o 
awT">a>3c55o3oo©3 £>o3*©. $K3oab3 30fiJ*©5 *©5>oa5 »oto3)^ 

03«a^o 3©5»so3a ©©i>c&o. 

3. ‘ 3535 *’ ©3 aos^a *tga§ &>o(aao3 ©oo. sj^eoo s>°i? 

*'&P e * jsr *°- ^°l? o;io 3 db$u® ©a ©Co. ^o^kas «&e<& 
©as»a ads>a*a>a ©aao»^ s»a 60000a. aasisoon* © tsaao*^ss 

a^a*oCSoo a>^®» 3dS>$oo ©oO^Oj. 
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“sarv5gam2n5m 2c2ra]j prathamam parikalpitah 
2c2raprabhav5 dharmO, dharmasya prabhuracyutah” 

Even DharmasSstra advises one to follow the tradition of family as well as one’s 
own community. So is it in poetry or music. In comparing the poetry in the mouth 
of a stupid with a pipe-gun or cannon the author seems to have in his mind the 
following points: Vak is agnitatva i(v2g arcih’-Brhadlranyaka upanisad 6-2) poetry 
without the knowledge of mStrks vijnana, the tattvas of letters, their poisonous 
or nectar-like effects, the astrological compatibility between the poet and the 
patron- may become harmful. Much of this traditional knowledge may be found 
in the laksana grantha-s in Telugu as also similar works written in Sanskrt in the 
Telugu country. Poetic talent through apprenticeship and study under a guru or 
the grace of a Deity through mantrOpSsana have been the two hoary traditions 
in India. In contravention of these, if one practices on his own, such poetry, the 
author says in the next verse, will only be a strain on his vocal chords. Poetry 
by one who has obtained the knowledge of tradition either through a guru or the 
grace of a Deity is equal to Vedamantra, says the author. A mantra is esoteric 
(sarahasya). SampradSya jnSna pertains to this secretive aspect. The idea is that 
the composition gets great power when the esoteric aspect is known . VedSdhyaya- 
na has always been through the tradition of Guru and sisya only. So is here. One 
can take note of the fact that Srunad R5m2yana and Sri MahSbhSrata are treated 
as VSda-tulya, the DurgS-sapta-sati found in M2rkand£ya PurSna, is honoured with 
its every sloka being treated as a mantra and Soundaryalahari of Sri Sankara is 
treated as mantra and tantra sSstra. 

1. Samprad3ya should be understood as teaching with its esoteric aspect. 

2. V£nkatacal£su Caranamulu= Feet of the Lord of VSnkatScala. As per the 
Vedamantra ’p2d5sya visvS bhutSni’ of Purusa SQkta, all the fourteen worlds and 
all the living beings form the part of the Lord’s Feet. To say that one realises 
the Feet of the Lord would mean that one would know the secret of the Lord’s 
creation. 

3. The Sanskrt word ‘manuh’ means mantra. Punascarana is a technical term 
in mantrasSstra. It just means repeating the mantra (japa). If one wants to attain 
success in a particular mantra he will have to do japa of the mantra a stipulated 
number of times. Generally, it may be hundred thousand times for each letter of 
the mantra or a particular fixed number. The japa done in this connection is called 
punascarana. 
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So. II aeSSSifoifc 2 oo 3 C;o«J&o, 

aaaia<J5>a, a^adSiSe8iaaiac«SCfo^ 

&>&£) 3Mofo©£^ <SSx>C 
v>t$SZ>&° a^S S’C$3 , a»c£k SCTiS" 

an esocSi aad*>a aao stSaotas 

sou saa aifc&^aoofo 

aa asao, «ac&o»ao, aaa^a aoeo 
aaasi “Sk3 cjfcS£<ar»essca> 
aa©a»n» agacw©"§5r 

o»n aj8»a a>at>3 a^spas aa|o<-p a©oa asauci ^c&paaaop 
aaa^a^oa. aao ©ac&aa^ spa® z?aboa. ©ad&>a &r°cpaaaiS&oaj$io 
t^oa. aasaa^ ar»cps§ d^sPa^aa ©a^ap-cp&^ai a« 3 ocp©£^ 

Aa^e#. ( 24 ) 

3 )os ©ad&a aao acpotSS 6 aa^u&x&a^a. ar®e» £pcp<^ 6o^a 

j^o. ©cS Q»ab^. ©acssjaajtS £>e»aes'S& ©^- ©a ijsca^,^ 

aasn° ©a^dsp>&£&> 3>^&>. 

* jpo.-^ aM aoaj aa<$£ 5 s © aa^o ‘aa’a^o®^ aoac&o 3S> 
bazaar? ©ad&a, ,©ac&a ^a^si^a^a. "SoS* aa^o ©aa^a ao» 
ajKp©} ag^a. 

‘-ojj eo «o aa’a^a sos^* jp^soo ^aaoa ©o*o. ‘aoay’o^ 

^as jJ&eSa ^ajspas»©a ao*©a> a3©o«p©a ‘a®*®»si ifdspas 
5 jeo 56 |Sdii©a atp©a> ©eo«p©a ©otpOi. tpa.s^a ipaispas°©i|§dsie» 
©ccoa «pt3a ‘aao’ ©otpca ©©^<&>o. spa.^ sawi- aaaaec, ©a^dSr°©o, 
aa0»«» «aspt3§ -&« a^aafoo aaoaao. $«*>&> sp3s»©aai> aoat^o?? 
sa aoso ^§*ao jp^sooa^oaaj©^ 35$spa». ^5Pn»a aoaa^on® (32 

©q»c.) ‘cssid? oO a&.cg\«so tS^cro aaaofi-^a^a aaea;p aaoipa> 3^ 
*sp&. ©a^aj^ $os &«pa^a>aeap aa ec&paeon* -s« an°^© aa.car>e» 

3 «b^suj ^oasc, ag^os. ©aassao ©oto s®ei depots %bssr>no. ©a 
d&sUaT s©a ©ac&a, ©ots s6e>o ©a^aj-»o. $g&&> sates soae^o?? 

aa^a te«©& (1) C 2 ) «s<^spe» 6oo®c&a ad^a». ©adksp©& 

aot»ao© ‘scpajoj (a©te a<pn*©}) aa^o<£as. &.s acs®© &o~io J)ggo, 




Verses 24-25 

A ‘subantam’ or a ‘tiijantam’ is called a padam. Apadam can be an 
avayava. An ‘avayavi’can also be called a padam. The emperor of pada-kavita 
(AnnamacSrya) has explained all these modes. (24) 

Now, avayava-pada is described: That is vrtta which is clearly in four 
lines. That itself is dh5tu. It is the same that is called by the name avayava-Thus 
said AnnaySrya in conformity with Bharata SSstra. (25) 

Com: Between the two verses here the first one acquaints us with padam 

and introduces the differentiation of ‘avayava’ and avayavi. The second verse 
speaks about avayava-padam. 

‘Suptihantam padam’: This is a well known aphorism in SSnskrt 
grammar. Nouns whose stems take the nominal case-endings are called ‘subanta-s’ 
and verbs whose roots (with necessary modifications) take the verbal particles 
called tin-s are called tin-anta-s. It just means that nouns and verbs are called 
padams. Such usage does not apply to the upa-sarga-s, avyaya-s and taddhita-s 
found in language. Bharata has given a brief outline ot grammar and prosody in 
his work in the context of vScikabhinaya and for the sake of training of the 
composers and actors. In the context of dhruvagSna (Ch.32) he had said that any 
composition of (meaningful) syllables is called padam (yatkincidaksarakrtam tat 
sarvam pada sanjnitam.) 

Our author says that Annamayya has spoken about the contents of 
these two present verses following Bharata. 
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0&3O$3*£38532J® 30®&0*n®* 30*33^0^1 303 
27®$S*3 33t3O0®&3 53* 0*3? 30®3i” 
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‘Avayava’ means a limb like a hand or leg, a protrusion of the body. 
That which possesses the avayava-s is avayavi, the body. Bharata has stated in 
the context of sapta-gltakq (the seven types of gjtas) that all musical compositions 
have (1) vastu and (2) avayava-s. Pertaining to these avayava-s or limbs are 
mentioned what are called ‘vidari-s’ (those causing musical sections) If there is one 
vidari it is called ‘Skaka’. If two it is ‘vivadha* and if there are three to six vldaris 
it is called ‘vrttam'. In a vrttam of a song the amsa, the apany3sa and the nySsa 
are present. The svara or musical note that is used for be ginnin g a raga is called 
amsasvara or jlvasv-ara. This is said to expound the rSga. The svara used for 
intermittent conclusions is called apanySsa.The svara with which a song is 
concluded is nySsa svara. These items are to be remembered in the context of 
a vrtta also. 

When it is said that a padam can be an avayava we can understand 
it in two ways with a slight difference. The first is padam as a part of the song. 
When so understood, padam becomes a vidari cited above. It will not have anything 
to do with nouns or verbs. Authropomorphically speaking the prabandha-purusa 
is said to possess the following avayava-s: (1) svara (2) biruda (3) pada (4) t5naka 
(5) pSta and (6) tala, Among these pada and t&naka constitute the eyes; pSta and 
biruda are the hands; svara and tala are the ears. Svara-s are the sarigama-s; biruda 
is a composition of title in vigorous language like Mahar5stri. Padam is the agent 
through which meaning is expressed; t£naka is the auspicious word tena which 
indicates the cosmic spirit or God. It is the singular in instrumental case for the 
pronoun ‘tat’-Sabda (taken from the mahSvSkya ‘tat tvam asi’). PSta means the 
notes engendered on membranophones by the hands of the player. Of course, we 
are familiar with tala. As an organ of prabandha, padam is the expressive word, 
matu. 


When padam is considered as avayavi it represents the entire song, both 
dhatu and matu put together. 

That a part of prabandha is called a padam is found in Kallinatha’s 
commentary on S.R. in the context of rupakaiapti. He writes thus: 

“padavat padani. yatha vakyasya pad3nyavayav3h tatha 
prabandhasySvayava vidarlbhagSh padSayuccaiUC- na tu 
vacakSni subantadini va bhasS padfini 
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< 0uoq»acEb5 ,i q®dM, a d«fccga&p£»d*’ (aoA. S«r»^. ©q®£. 4-^.7) 
ai^.3 q°dsaSa 0oo3o Sr'So^a &,S ©oKon» 3a^eoSoS. 6cr^a s ei>©o 

sjo»ot5 ©on»e». ©ayS q°do^ a^o^aScSo 30 ^ 0 ^ t»s cp^o ar*[dSo 
©J^doofit. 
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After designating padam as prabandhSvayava the avayavapadam is 
explained. When it is said it is a vrtta in four lines we should not understand it 
as a stanza in a poem. A padya is , of course, a conglomeration of words fitted 
in four lines but it is not a song. In the context of a song we have to understand 
it as a composition in four lines with yati and prasa which may be called 
vrtta-bandha which is a part of a song. We must remember that there must be 
room for amSa, apanySsa and nySsa in this vrtta. Such a part of prabandha can 
also become dhatu. In Indian classical music dhatu has two meanings: 1. g£ya, 
2.avayava. As a result of this a part of prabandha which is in vrtta- bandha can 
become a prabandha avayava. Similarly it can also be the music of the song-that 
part that is present in all the musical compositions apart from the libretto. These 
dhatu-s udgraha, etc. will be mentioned in the coming verses. Padam as dhatu can 
be referred to as udgraha khanda etc. These vrtta-bandha parts are nothing but 
the present day carana-s of a krti. 

The next verse attributes dhatutva to vrttas on the analogy of vata, pitta, 
6lSsma. This suggests that a padam was considered tridhatuka. One can see only 
three carana-s in many of Annamayya’s compositions which are vrtta-s; avayava-s, 
dhatu khanda-is. 

1. Vrttam: ‘V6d£ gayatryadau vartata iti vrttam’: that is one of the 
etymologies available for the word vrttam. It means that which pervades the metres 
gayatri etc. in V6da. From this we have to guess the subtle body with symmetry 
that takes shape following the order of the guru-s and laghu-s in different metres. 
In a song we have to configurate the nada sarira resulting from the chandas or 
prosody. 


“6vam n§narthasamyuktaih padairvarnavibhusitaih 

caturbhistu bhavgd yuktam chandO vrttabhidhanavat.” 

(N.S.- Adhya 14-SL.421 

This slbka defines vrttam as a composition in four lines without bothering about 
ganas or metrical feet. We may call this vrttabandha so that we may not mistake 
the vrtta as any stanza in poetry. 

2.dhatu: We have to understand this word in two ways. 

‘Vangmaturucyatg; g£yam dhat urity abhi dhly at £ ’ 

(S. R. Adhya 3-SL.2) 

According to this the meaningful word in a song is matu and music is dhatu. This 
dhatu or musicality pervades all the songs. That is the music of the song. Another 
definition for the word dhatu is ‘prabandh3vayavo dhatuh: sa caturdha nirupitah’. 
(S.R.-Adhy 4.-S1.7). Here dhatu is described as a component in the composition 
of a prabandha. The dhatus, udgraha etc. are such component parts in a prabandha. 
Then this dhatu becomes only a part of the music or musicality of the song. 
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Sit -S-* o«i©So 5oss_eJo<2b£ So'fca 

& ll SPtf&DC &i$&x>o K££co SS* SCrif&e C5°6CT» 

ii io 

*«rtfc^©o&gcfi s <&& &>Sr , o8©>5®o3iS5 CPdoSoa; & 

6©a a)S&»<5" ses«6o assays s»o«o8jsa 
o»i& a&p^ooa sea (Sssx>sp>$>© aaraasj^asr. 

®»ti Sj<P©&j 0®ifc Soaeo £©}£ 3<So 33^S). sptf, &J, Tfil^eTSs 
cSspepSo lSi»i3b^©> s»seo ss© sptto q°»fc>;g)©ot»sp^Ob. -& 6 ©jt»^ 

£6 s8«o J&ocpaS S)«Pex> s»Coo S»SSo 3© $0o»a 3J*a (33oa©oe 
«#"SP , ao5* -&4 3j{p©jr» 0»db^)©St3tt»ifciSP^ca5. 

sr*£ii sp8o, 2>«o, j?£^o ©3s wdSutija aq»^s5 SouoOoaa ©o«r>© 3 . 
5i3S CN&$©3, 6*K3t5on» 6*^©SSa-»o» ©otP&. wdSco^tt TBSj^sd ‘sp&’ 
73"3>OSy&> SPiJ iP£o«3y S££t3 ■CSP’^fib. <$3»o £)0^S 

c*a§ -&• 3aJ"»5j S®Ce»3}75& wdio^a &Podo. ajeP'fl 3dS * 60 o J£) toaOS 
POnST’tir' 3)«PeCP> jp^es ©3eiePcoo.°CNfc$e S^jka £si5© 

38 aesco aa aa?oa. ° •- — 

X) cd —o 

[SSaisMsa acepa awakes ©aaoif* «5oaba5*d»ti5 s*a»© a<s©j©ao 
Sr»0®(«!J*oo^©a SO ©$>^dkon» S3«a3ifco3. §*3*©>tto, 3G©>ao, iJoBo, 
tpotpdka, <r>oa^a75 sp& aoai^ejp ti^Socgib. S^©jKo«o 
5»S giK5 3H0^ ^oa'O^OS §*££ ©$33?W£8a iPO^^O Soft SP^gSoi)* 
ajtPOScJSjo 2b& 25 ©CP^cBjo (iSPotPoao, ©6*8 Sas^nes)#* 73ipyfc>. §«2P© 
tf'&ge aospaon* ‘aoft« tkcojg>’^a ©o*'©5 aj<«5 aoA« ^oip©* s©5>j 5* 
aaa ©a so&ifc© «©o%). s©sp$>8j *a »ofta eo^se - srp$B* (aaaoSi 
saeap) 39§*p© s^s©aoyp&>. s»a l&a&a ’isS^.z^ottos® 

#4 spKo (s^aaas^ aoBa»o 3s3*3ao. § < 3»©o£ eaa 75t5 s*t3gr>\2yoS 
sefc^oxoas, §*a*»<i spo$ aaaoaa spaa sodifc© ©o^dsjo. 

‘a© ©o’ ©75 ao(«3* ^ojpa^.nr*©} -^aei aa^o&oa. 

^o«jf5p> aa^o©* aajejda ©$(«Kasx> soAifotpystsofi^a ?*E»a§ ©& 

iP£So, •« ^§Sj6: * ° 

s^g i5a*a»ocpeptf5* c&tp* 

jatjooa^ 5PdS* tSa^ocpJ”. 

(aoA. C<py. 4©ep^- 10/ll¥^. 
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verse26: 


Tr. The nomentclature of dhatus to vrttas is being explained. Just as 

vSta (wind) pitta (bile) and kapha (phlegm) are called dhatus on account of their 
being the cause for the gross body, these vrttas also are called dhatus by consent 
of prominent sages like Bharata and others, on account of their being the cause 
for the orgination of the body of padam. 

6om. Vata(wind), pitta (bile) and slSsma(phlegm) are called the dhatus 

or dOsas. This pertains to Ayurveda popularly called Indian medicine ( and is 
parallel to the English conception of 4 humours of the body-blood, phlegm, choler 
and melancholia-the last two being bile and blackbile). when an Ayurvedic 
physician feels the pulse of the patient it is these three particular nadi-s that are 
observed. It is axiomatic in Ayurveda that these three elements cause the origination 
of gross-body. Thus vrttas being considered as cause for origination of the corpus 
of the song (pada-sarfra) these dhatus are taken up again in verse 38 in specific 
fashion. 


The term’prominent sages like Bharata and others perhaps includes 
KOhala and Dattila too. KOhala, Dattila, Tandu, T3ndayani and Tandya are 
mentioned as Bharataputras. Some points of KOhala on dance are mentioned by 
Abhinavaeupta in his commentary on Citrabhinaya under chapter 25 (Bombay & 
Baroda editions) of N.S. Points of Sanglta M£ru, KOhala’s treatise on music in 
the form of a dialogue between KOhala and S3rdula are said to have got merged 
with other treatises on music. Kallinatha has given some 39 karfkas of KOhala in 
his commentary on Sk. But this portion is suspected to be an interpolation as 
it mentions Kirtidhara who was posterior to KOhala. Scholars feel that KOhala’s 
writings got merged with N.S., that he was one of the redactors of N.S. ‘Dattilam’, 
a work in the form of a digest of Dattila’s work has already been touched upon 
earlier. 

The central idea of this verse is a rendering of the following slOka from 
S.R. 


‘Vata pitta kapha d&ha dharanaddhatavO yatha 

Ovam Ova prabandhasya dhatavO dShadhSranat’ 

(S.R. 4 Adhya -10/11 si.) 
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SohiS Car^geoS^ CPifc jfcj 0 ©^ 3"£^ 6CP<p>o, £b3, sj^Ko 

e$3 3co§p£ C?>e&i2§)t^ ^oep>2»2o, eso£$Co es3 ©3x>sp£q?°<3b23>l^ 32^3 <SCP$£$ 
lb §^So 3Syo&o£>. &o^3*o, ^$o3, es^Ko e»3 3xr»ik> 30^ 

Q^eSbS^ex) ^3»o£5 3&CP£>5JsPi$ &£| Jf3^ a®«3bi§)ePot333 esO^dSbo. ^^_i- -S3 
8&>3oe7SX»&>£&3 3)«P«>5» C5°*&>3o«e» 3S££ SPeSiera (3¥o3 3^&i. 

3^€Pe» «5o"t5 e^Cife3^o83y^ &P&3 3CT>£o3 ^lj' l o3&r 6 £»£Si. «$ «a&5 

Kcpoei* 8 Sor°&3 3}# 3^oa3rj^ 3©^ ar^qg^CPoa (KJpocp©. "So 6 
rpcJSi^er®^ 3oo°€£ 30^3© 3)fi>o (?r o di)(ap^a’ 3o£5?o 3©^ sjfi 
3)<3>S>) «s>3 "33)8 32^3 Jg)£«^©» [Kt3»o-CT>©. 38 33^0 33 60^3^ 3\3^ 

q°«fo^®D aoa5a°S§ ©3d5c>SP33 es;Po£$e 3 o°oSj «s3o&p«]&>3 3o37V> 
SOj^sboSzaC^ceo. 
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This SlOka occurs in S.R. in the context of ‘dhStu bheda-s’ (enumeration of different 
dhatus ) and after listing up the three important ones udgrSha, dhruva, Sbh5ga and 
the minor ones melSpaka and antara. There the idea is that udgrSha, dhruva and 
abhbga to the prabandha SarTra are like v5ta, pitta and slesma dhatus to the human 
body .In our Telugu text Cina TirumaMcarya is speaking of vata, pitta and slSsma 
in the context of giving the nomenclature of dhatus to the vrtta-s. Here we should 
not take vrtta-s to mean merely the four-lined stanzas composed in prosody of 
aksara-ganas. The etymology of vrtta given earlier as that which pervades the 
prosodies like gayatri etc; in Vedas is to be taken, (gayatryadau chandasi vartate 
iti vrttam). The pervasive subtle element of these metres is what is meant here. 
The author speaks of udgraha etc. as pallavi suitable for avSntarapadas'as limbs 
of nibaddhapada at verse 38. 






Sii SjottooSj tp*2p£<3S>&o 3i5iS JM5 

wii'Sii aaaoo pgjiiaooa «S« 

^PS.15 a^Pac K c txx>$ a©c&oC 
(ePalSooeoao c53o«fc©>c «&£i5oA13 3 ©o 

aa© iJSCd &Q<p*a aooaooo 27 

«jr»«ad5 ©aa& «sr*5p aoejoaaoa *>d&a>o a>ao. ao®a^ aoa^aotf* 
s»a pg)«o5* s*a a* $r»a5* s*s Krvsjaaojaa d&ifco pa©o ao^as 
aosta tss^e $r»c» 3«g«>- ©a <KKfca* aaeoas -a»esaa auaooo apjb. 

•j»£it $©«$)&) «3*v)5*aadSo ao&c^on* aoa^** pg^a a*Gr*£©ao ?tr»©} 
ad^£k>. aoa^a >sr»^»3ao«x>ooo 14 ©g»£<3Soo (a*osr*o3o, 

835*0* aoopj©))#* iP^SCoo aoiSas^, 15 ©0®£cJ5oo5* a^fe^ 16 
©0*£C&>o5* e^CT*eoS»© ?bo <5*£t*&^ 3 Jjj 17 ©q*£c&>o5* pgjf* d*5^o, 
8ir*3py aotsss, a*ao,s*5)a^© aa*<7*©> ©on* vja*^&o. ©a®^dsoo s*4 
a»p»o5* ‘$r»2p ajpao* ©3 18 ©o*$c&>on* 6oa. Soa^tpal 

©ap>3apa»|i MdSr* po«*5j aj-»cr>Su2 arVJa, ©Sod, pcs£ T'Clba, 

•©sax^a, trtgs, o»4cj*^ ©a J»>3$ «T*^ofc **s*©, ©fee, o*oc*©, **t3©, 
p&a, ©op a3*aS> ■aisoaaa a$pa®a ©s^a aa^toioa. $pa.©a«&3 
^gjap^* ij^ss, «a^a ? a?^aa®©o aox*8o©s!*©r* 6ou*coo. a*r»a.5* 
oa^a a**£e» ar»|d^&> 6ou*coo. ^a a*i3 ax*o. ©ao«*© 

S^ooS* ao&d ©a^SOo ©a>a©oa (aoo0»0*^<3i>o5* foOooaoo 

ao*ao, ar»(o*«cj*©s*ao ao^o*© estJo^-q^oaoS* a^ 4e©nar*«», aar»a 
^cp© asg^ajoaas^e* aa^ 8 s^aoKa®©), a*^o*© (a©£gq^oaao^5* a^Sj 

16 tr»c»«cj»©3aa©oaoa. a©» psocs &j»€£ «a©, ar»(a©, aa© ©a 

spt 3 a a!)^ sdju, ©*o, 7 ra, ©op pas «sp*€£ a7©3> afioOoa. 
oao&ajep-cr*^©) -& aa^o®* aoa^a pg)# 8j*a.«>«>^fr*oo a*$r»a.5a 
scpo, pao*o(« a*a«3 aaeaa& iwaa ©oooa^&o. «« aa$o5* *ia 
a^a <as3d pa©o ar*p3 wear* <r>a.© aopy>d£r»a^ ©soasoa ©a^oooo 
^bS^3*o. aoa^_^ijo5* a© axS^aaj*aao a a^r*o5 &zo&. ^ a*o*o^o5* 
sr*c* *o4 do*©. >c3*a ajfedS) ac*or*aa3a |d»aa» ao^«o5* tco. 
esaopao ar»ido *o&. sa^ao 5 * <a>« aoa^®o 5 * aa aaa^o CLPaaoa 
apo©; pao ar*(«o «jaofo5*©»K a^dsr^a pao 60000a. «ao«o5* 
‘ar»a' ©a aeoS* dSofi ik»?b 5 * e»K d*a»a^o a*ts*«gCj*aon* 6coooa, 
‘cssjaoa* ©a a&s* pao ^aajfedsp^o «ir»aon*a 60000a. dao«5* 
ts, g,'gv^ ‘ 3o *^ 2 si^cpjc, pas** a*©»^(daoo wa^d ©000a o*©5. 
aao«o 5 * <aso© «ao«o 5 * ©*a d*a»a^c^|0. pa a^caj-^oo. aa^o 4 
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Verse-27 


Tr. We proceed to give the language regulation for pada composition. Sages 
like Bharata, Dattila etc, have stated that padam may be composed either in Sanskrt 
or in Prakrt or in (any) regional language; yatis (caesuras ) and pr5sa-s are to be 
observed like in a padya. 

Com. Bharata has spoken of composition of Sanskrt text and Prakrt text in 
the context of vScikabhinaya (verbal interpellation). In the 14th chapter of N.S. 
(Bombay and Benaras editions) gramma r and prosody are dealt with; vrttas are 
given the 15th chapter; the 16th chapter has laksanas ,alamkSras,gunas and dOsa-s. 
All these chapters pertain to the Sanskrt text. The 17th chapter deals with Prakrt 
text, language regulation, naming of characters and modes of intonation. This last 
chapter is the 18th in the Benaras edition with the caption ‘ bhasa vidhana’ (laying 
down the language regulation). Fallen forms of sanskrt spoken in different regions 
under the names of Magadhi, Avanti, PrScya, Sauras£ni, Ardha-magadhi, BShlika 
and Daksinatya are the seven that were called bhasa-s. Sakari, Abhlri, Candali, 
Sabari,Dravidi, Andhri, Vanaukasi etc. are called vibhasa-s (further fallen forms 
of language). In those that are called bhasa-s will be found tatsama, tadbhava and 
d&ya words. Vibhas3-s have only tadbhavas and desyas. This was the position 
at the time of the composition of N.S. In later times, S.R. following the footsteps 
of N.S. explains in its prabandha adhy3ya (4 chapter) gurus and laghus, the 4 
ratiganas coming from the atyukta chandas with two letters, the 8 kamaganas 
coming from the madhya chandas with three letters and the 16 banaganas coming 
from the pratistha chandas with four letters. It describes the different types of 
ela-s like ganaila, matraila, varnaila and deals with different kinds of desaila in 
different languages like Kannada, Lata bhasa, Gauda, Andhra and DrSvida. Cina 
Tirumalac3rya is upholding the compostion of a padam in a regional language like 
Telugu. The yati and prasa spoken of by the poet in this verse have to be suitably 
understood in accordance with each language considered . In Sanskrt yati is in the 
form of padaviccheda; the word must end at the end of the line also. Pr3sa in 
the form of the second letter of the line repeating in all the four lines is not found 
in Sanskrt ;_only anuprasa (alliteration) is used. In Kannada yati is like in Sanskrt 
only but prasa is like in Telugu, with the second letter of each line recurring in 
all the four lines. In Tamil yati goes under the name of ‘mOnai’ and is in assonance 
with the first letter of the line. Same is the case in Telugu. Prasa in Tamil goes 
under the name of dugai’ with the second letter of each line recurring in all 
the four lines. In yati both the vowel and consonant of the syllable must agree 
with its counterpart. In prasa, it is enough if the consonant repeats itself. Alliteration 
or anuprasa is same in all the languages. It is a verbal figure of speach (sabdalamkl- 
ra) and is optional, ordinarily. 
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S^CT^as 3*03 ©^ O’iP©. ©ao^3 ©S£ ?pa.€£a3 z.~i 

SCS'&i. s}£> ^CPtoofi 0 SsP©os®6on° sja^Son® 60030 a. 

S»a -&• -5* to dSoS ^a©^ aa^aOoPlS s»5ooa aaaOofi® Spo® ^K2j*o 
■a*©. sa°^ es^o ^eyis^apaika dSs&seS^oo 3a»ao apadS3«S3©3&r>a® 
aotj'cos; epo'ti3 o aoo^ s aa«sS3o aaooaa^apu. 6a°3' , ees&> 32©g3 aosso 
§o©a d^a^c^as zpefo <83iS3e3oc°©a sxs&aoo. ©©'"A jpa^ 

soA^o^ao - ©cssi (3a^ acsaajo c&s ©aesass&aja. 333 dk©, fr^ayiSso, 
©>"3 axr»a3. dS3£S3©3 aoAa ao°£Co©&3 a©v)0°<3. jpa^ 

^ 83 oa»^aj ‘di>©’ ©3a 6oa. ©©*t! (3*a ©a^as aa^o^ >aa$&dsr> 

^Oo £-s"£3 s®sj®© ©iS SdSsasoS^oa ©ai^aaj §pc® foi&o-cfoS^jp©. 
aaaaa€r* ©ao^aso (3°a°a^o 6oa. £)©* aa eaa^r 6 d®cp£> 5 , °©aao 
©aj^as* sp&a ^oaa^dbon® 6oo®©a aoAa eo^ss q&po. ‘©o^ar 
gioaa^dSso ^a3^°a ISo^a o°«s>a®’ (aoA. ao^. 4 ©o°£- 33§^.) 

1. aa^oS* s o sfl s co3a ,> oP^sr^aoS - ® a^ftoau&a aoAtSp^, ap^K 
£T>©> aa6oa©ajeS3'3j. 

4 . . 

(a) ■3oJ^cp©3oa ©«&$sj aoaa^. Sector $a 6aKCT®©3. ga^aoer 

*>*53 ‘^a^’Kcp©ou»03. iwasoff* 2)t3a, ©otpo*. 

©aw^aSi totfc : I «3& : u 

U U = Ke 

L U = e« ( s ) 

U | = K« 

||=o© 


(a^eo^ ^©'Soasaea©^ ada'aoao, £bf\©a sptM* ©333^ "Scoao 
6a^ Kep©&> 33 £T°s © 333$) 333oa3oaao Baofo^f 6 ao^cpdko. sa^ao© -6 

5°&'3o&i aoa©3 a&3aa© «5ao. ©ax^a>§ a^ooai a^^s ©aoj^) ^osjo 
6a^a. asaso^j® ‘a^’s 2 (p^^pa, jpa^o^pa cpaasysass aopao 

^©3 3-D^cT 0 ‘■^eC^’ ©J§)£530&. 


aoA«s -p^ 0 ^ 6 uu - iu - ui -11 ©"3 -s-e ^©3«ep©a3 caKcp©otj®03. 
©ap$& kct®©so acooa3 a36 1, g©a33^oaoc aoAa p^ 0 ^ 6 ^ 0 aa^es&oa. 
‘§oeS3 «J|»s ©^j -0 !P$°33 3a§s®©333s’ (aoA. 80 °^ 4-64) ‘0(0°3 

©a33Sjj _o 3^fcC o ja 6 aas®©^* sa^ ajes^as’ ©a ss<pa 
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But yati and prSsa mentioned here are to be understood not merely as 
applying to a stanza but to a musical composition like padam too. In padams yati-is 
not merely in the form of assonance (aksara sSjatya rupa) but in the form of respite 
too; it means there will be respite in singing at certain points. For example in 
vastvailS, a variety of desaila, it is enjoined that there should be four yatis in each 
line. Similarly in instrumental music regulation of functioning of laya (laya pravrtti 
niyama) is called yati. Students of music are familier with sama, gopuccha and 
srOtbvaha yatis. Among vSdya prabandhas too there is one called yati. Similarly 
we have to remember anuprSsa (alliteration ) in the context of prSsa. In the 
composition of padam anuprasa plays an important role. According to S.R. it is 
a rule that in the composition of SlSpadam the first verbal unit should be in two 
parts embellished by alliteration. 

"anghrau khanda dvayam s2nupr2sam £kSna dhStuiia’- (S.R.-4-33) 

1. MatrS-ganas touched upon in the commentary, though not in the verse, are being 
explained. 


a) Ganas are metrical syllabic units. A gana with two letters belongs 
to atyukta chandas in Sanskrt . In Telugu these units come under upa- 
ganas(subsidiary units). In Kannada they are called Brahma ganas; in Tamil they 
belong to Irasai. A laghu is represented with I,guru with U. If prastara is done 
for a two lettered unit in accordance with prosodical rules they will be as follows:. 


U U - ga- ga 
i U - la - ga 


These 4 permutations are called 
Rati ganas in music 


U I - ga - la 
II - la - la 


In Telugu the first two rows of 
permutations are omitted in any prastar a. 


Thus here only the last two are accepted. Again prefixing a laghu to these units 
starting with a laghu is also the tradition. Thus the units UI, III are called Surya 
ganas in Telugu. In Kannada the first two rows of Prastara are also accepted, 
prefixing a laghu to those starting with a laghu is there. Thus the 4 permutations 
UU.IIU, UI, III are accepted as Brahma ganas. In Tamil a'nirai’may be in the form 
of two short letters or one short letter and a long letter, either by themselves or 
in conjunction with a consonant. These ganas come underTrasai eventhough there 
may be 3 letters in some units. In music also the custom of prefixing a laghu to 
the unit starting with a laghu and accepting it as a gana is followed, ‘kintu tatra 
lapurva y5 tSshvada vadhiko laghuh (S.R. 4-64) .KallinStha comments 1 tatrapi 
laghupOrvgsu SdSvadhiko laghuh kartavyah’. 
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(b) SSaT'^O®© $o4S3^. 

u u u = &> 

I U U = <£> 

U I U = «5 
I I U = » 

U U I =« 

I U I =a 
U I I =$ 

II I = *5 

■&» 8 «c5°©j. Softs *^oS* Jk3s s®sSiKey>©s s^sa»o 

^53. 5*©'3o»a3{&»e» Z>&2 ©$r®$& Kct®©& &oo&> JSoS’S e&o^ 
Sestetf 4 qojeSKePeSoci KfflPe» £)^8o®o30. (&-3X-8-Z,o-$-Zo). S^cnS* 

^©"So&j JSib&eo JSd5eSjott ©5J^d3o©So ©&o2§) JSaiodSj ^5j«$ So-SK-8- 

SK-S-Se-g-S© KCPoSi SSgKePoot^Co. iSZD$o& i ' a)S ‘Six'S'?’ ^odSS£®coo. 

£c) ^^CP© <5od5^ 

u u u u 
I u u u 
U I u u 
I I u u 
U U I u 
I U I u 
U I I u 
I I I u 
u U U I 
I U U I 
U I u I 
I I U I 

u u i i 

lull 

U I I I 
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(b) The three lettered unit called madhyS chandas. 


u u u - 

ma-gana ! 

1 

u u - 

ya-gana - 

u 

1 u - 

ra-gana ! 

1 

1 u - 

sa-gana ! 

u 

U 1 - 

ta-gaoa ! 

1 

U 1 - 

ja-gana ! 

u 

1 1 - 

bha-gana I 

1 

1 1 - 

na-gapa ! 


These 8 permutations are called 
Kama-gapas in music, of 
course with prefix of a laghu 
where a unit starts 
with laghu. 

In Telugu the process gives 
(ra-na ga-ta-sa la-bha-na la) 

6 units only, after rejecting the 
first two rows. And these are 
called Indra ganas. In Kannada, 
without, rejectirig the first two 
rows we get (ma-sa ga-ra-na 
ga-ta-sa la-bha-na la) eight units 
which are called Visnu ganas. 

In Tamil they come under'murasai. 


c) The four-lettered unit called pratistha chandas. 


U U U U 

These 16 permutations are called 

1 U U U 

Bana gapas in music with prefix 
of a laghu where a unit starts with 

U 1 U U 

laghu. In Telugu, rejecting the 

1 1 U ti¬ 

first two rows and prefixing a laghu 

ll U 1 U 

where a unit starts with laghu we 

1 U 1 U 

get 14 ganas which are called 

U 1 1 U 

Chandra-ganas. In Kannada all the 

1 II U 

16 units with a pre-fixture of laghu 

U U U 1 

wherever necessary, gives what are 

I U U 1 

U 1 U 1 

II U 1 

U U 1 1 
lull 

called Rudra-ganas. In Tamil these 
come under l nalasai.’ 


U II I 
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The mStra-ganas thus derived are given the following symbolic short names 


music: 

a gana with 6 m3tras-‘cha’-gana 
a gana with 5 matras-‘pa’-gana 
a gana with 4 m5tras-‘ca’-gana 
a gana with 3 m5tras-‘ta- gana 
a gana with 2 m3tras-‘da’-gana 


The first consonants of panca, 
catur, tri and dvt-indicating the nu¬ 
mber are taken as symbolic na¬ 
mes. 


in 
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Verse 28 


Tr: Just as gold affords us pleasure in the form of ornaments of different 

types and names, ‘dSsaila’ composed in any of the indegenous languages spoken 
in the countries of KamSta, DrSvida, Andhra, Lata, Gauda, etc. (languages other 
than Sanskft or Prakrt) gets mentioned in musical treatises under different types 
and names and affords us earfuls of nectar- like pleasure. 

Com: The author says that SangTta Sastra has recognised ‘desaila’ (Sla 

in different regional languages) in Kanna4a, Tamil, Telugu, Lata-bhasa, Gauda 
bhasa under different types and names. The use of' adi’ in the verse meaning 
etcetera should be taken to have been intended to indicate other regional languages 
too. In this respect there seems to have been some unstable conditions. S.R. 
delimits ‘desaila’ to 5 languages saying thus: 

‘kamata lata gaudandhra dr3vid3nantu bhasaya, 
desakhyaila budhaih panca prokta manthaditalatab’ 

(4-114) 

Our author, though he has mentioned the same languages, has added ‘adi’ 
(etcetera). Pottapi Venkataramanakavi (c. 1700 A.D) posterior to our author, 
mentions the same sloka but with ‘£lassapta vidha jngya’, making the number of 
languages seven. N.S. mentions 7 prakrts undenr the name bhasa-s. Although one 
among them is called daksinatya (language of the South) Telugu and Tamil are 
mentioned only under vibhasa-s. We have to take it that musical composers and 
rhetoricians have been recognising more than these 5 regional languages. This is 
the change that has come after the composition of S.R. 

An ingot of gold at home does not afford the owner any pleasure until 
it is made into ornaments. This idea is not new. Vinnakota Peddana (A.D. 
1402-1407) in the 9th UllSsa of his work K.A.C. (9-7) says how can one adorn 
himself with gold however much he may possess unless it is made into an ornament. 
Similar is the idea in our authors’s simile ‘like gold becoming an ornament’. The 
main idea to be taken note of here is that indegenous language came to be 
considered valuable like gold and compositions in such languages were considered 
similar to gold ornaments. 
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The present work is conceived as ‘Sanklrtana Laksana’ and not as either 
"Prabandha Laksana’ or "Pada Laksana’. Composition of a padam is touched upon 
here only as an adjunct of hymnody. So some difficiencies regarding the science 
of music are inevitable. EM prabandha or ela padam is an ancient mode of 
composition. S.C. of JagadSkamaUa (A.D. 1134-43) is said to contain more than 
a hundred slokas on ‘SIS prabandha’ and "karrMtaila’ is said to have been covered 
roughly in another 100 slOkas. EM is described briefly in S.S. of Haripala Mahlp5la 
(c. 1175 A.D) and S.S.S. of Parsvadeva. S.R. of Sarrjgadeva (C.1230A.D.) mentions 
356 varieties of EM. Our present author is speaking of "dSsaila’ in so far as it 
concerns him-without saying anything on the general charecteristics of ela. Since 
‘desaila’ is just one type of ‘ela’ it is necessary for us to know the concept of 
eM at least in a general way. Hence some explanation is offered to the reader here 
in this regard as also under the verse No. 34 where "nibaddha pada’ is dealt with. 

Music framed in dhStus and prabandha anga-s is called nibaddha gana. 
The jati of a prabandha is decided by the number of prabandha angas present 
in it. Again prabandha-s are of two kinds, namely niryuktas and aniryuktas. Those 
which are regulated in respect of items like chandas, tala, angas, dhatus, r5ga, 
rasa, bhasa etc. are niryukta prabnandhas. Those that are not regulated in respect 
of the above points are aniryukta-s. For example ragalapana has no regulation 
regarding any of the aforementioned points, hence it is aniryukta. Prabandhas are 
classified into three groups: (1) Suda (2) ali and (3) vipraklrna Prabandhas. Suda 
prabandha-xs are a particular group of prabandhas sung with one of the seven talas 
mentioned as suMdi talas earlier. These are "suddha suda'-s. These are called 
1 sudastha-s also. Those that are located somewhere within the range of these suda 
prabandhas like ela etc. are called "ali prabandhas’. Vipraklrnas are those that are 
different from these two groups. S.R.describes 8 suda prabandhas, 24 ali praba¬ 
ndhas and 36 vipraklrna prabandhas- a total of 68. Besides,there are 7 salaga suda 
prabandhas. 

Elapadam has an exalted theme. Munificience (ty5ga) popularity (so- 
wbhagya/lokanurSga), heroism(saurya) bravery (dhairya) and righteousness (dha • 
rmikatva ) etc. are praised in this composition . It has a fixed number ot padams 
or units with a name, a life force (prana) and a presiding deity tor each. It has 
its specified procedure of singing(ganakrama). Ela has 5 padas or syllabic units 
in each of the first and second lines, 2 in the third, 3 in the fourth and 1 in the 
fifth.The total number of padams or syllabic units is 16. The first syallabic unit 
in the first three lines should be of two parts each, with alliterattion. Gamaka has 
to fallow the singing of this first syllabic unit. The last three syllabic units or padas 
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of the first two lines constitute the pallava. The fourth line should have a syllabic 
unit or pada mentioning the name of the hero or leader. The only pada or syllabic 
unit in the fifth line should contain the mudra(impress) of the composer (vaggeyaka- 
ra). It is enjoined that ela should be sung in one of the four talas called mantha, 
dvitlya, kankaja and pratitala. Singing should be started with visamagraha i.e.either 
atlta graha or anagata graha but not sama graha. KallinStha’s teaching is that having 
sung these 16 syllabic units for the second time nySsa should be made at the first 
unit of the 4th line, called'dhruva’. Singabhupala’s teaching is that having sung the 
5th line called ‘abhoga’, dhruva, the 4th line, is sung again and left off. Showing 
the serially numbered syllabic units or padas in boxes, their prana below and the 
presiding deity above, dhatu on the left side and other details on the right side 
the format of 5la can be represented as in the format given. 

As per the format shown 6la prabandha becomes tridhatuka with (l )udgra- 
ha (2) dhruva and (3) abhOga. S5m£swara and others who considered it caturdhatu- 
ka said udgraha shall be the dhatu for the first 11 syllabic units and the 12th unit 
should be sung with ‘mSlapaka’ - different dhatu. There are definitions for the 
ten pranas indicated below the boxes. They have to be followed while singing. 
In the Pallava of the first two lines, the first two units (3 and 4) should be sung 
in vilambitamana and the last in drutamana. Similarly the first two units of the 
4 th line (dhruva) should be sung in madhyam3na and the third unit in vilambitama¬ 
na. These are the regulations of 513 in general. 

Elapadam is of four kinds namely (1) ganaila (2) matraila (3) varnaila 
and (4) desaila. Among these ganaila takes its shape with the three-lettered gana-s 
familiar to us. Five ‘bha’ ganas plus one ‘na’-gana per line makes for nadavati;, 
five Ta’ ganas plus one ‘sa’ gana makes for hamsavati; five ‘ta’-ganas plus one 
‘ja’-gana makes for nandavati; five ‘ma’ -ganas plus one ‘ya’-gana makes for 
bhadravati. By modifiying these ‘bha’,‘ra’,‘ta’, and ‘ma’ ganas 93 varieties are 

obtained. Other types of modifications yield another 15 varieties. Thus ganaila 
has 4+93+15=112 varieties. 

Matraila also is of four kinds with (1) rati ganas (2) kSma ganas (3) 
bana ganas and (4) misra ganas respectively. These ganas have already been 
explained. Thus if three lines are composed respectively with 11,11 and 10 laghus 
consisting of ratiganas, it is rati-l£kha. If three lines are composed respectively 
with 22,22 and 20 laghus with kama-ganas it is kamalekha. If three lines are 
composed respectively with 33,33 and 30 laghus with bana-ganas it is banal£kha. 
If three lines are composed respectively with 44,44 and 40 laghus with misra ganas 
it is candral£kha. 
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ELA PRABANDHA 

' Visamagraha PalJava 



(I)-BqTugpfl (Z)-BAmqQ (£)B3gqqv 
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16.Sucitra (with Vaggeyakara mudra) 


KCP© Sd5;3ios°3 ScSfc3x>S»3 S’SjoS 30 3osjT>e 3d&3io 3r*»|£*<=> 

&o^a SSe. s?o4fc£>* ©o^oSapSko 6,7,8 ^CPoS* 6otx>«^- 
(6+6, 7+7, 8+8), 29 egpe 30& 3*33^. sw sjfi 24 BsW8ooG>- 
,J? S *2®\ * W^joJWboS* w ^t>0^ e:t3 ^ (l) 

\ 2 ) ePToe) (3) 7TS© (4) &#o^|5© (5) pO<S© ©>3 50s»eo. ” 


StPS O 

tS 


O 3 0^ 

O 


- „ ^®se oS - O As^ 8,^0.^ 12 f« PS « 3 i - 

^AD3 ^©ocss) 4 r®s-g* as^a. 5u*so^ L 3ea.aoff«& « a a^oe-ccr*" 
.s-otooa. &oO, a^cts. Sos-©, as* tg B»roff« *oa&L~ 

Si o§o aS^a- ©oS. gu*S © a^eo. ac<sb^ s-S^e^ 

*^* 9 *>% 3 . s^A^oSa &;$& seas&ss l^ioa^s. as © 3Ae5 
sTSSB-gaw ^oAs-es* afr^s. a& ^g Ogaa §trso #iS 8 i 3 
^ a-sae-gabo* rfB-aactt&o ©o^os^a,.,* aS^o" Jov* r 

oPS Sc&e^co. °"* ^ 


(a) 1. ^a°3©: 5«Ko»©H-l3?too. O^^o. Sbo&peo. 

2. 3*o;>3©: 50Kej»©5+l3?fea O . 2j»o<5*©aofio. SrddSboo^o 

3. 30003©: 5©AC30ex>+l 8 3« e9o . 3 j^© 3-§ SgjPAo. ,3©«jo« 0 

4. $p3©: 53sKaH»+l<&K»o. S&$£?fo. goS»© «r>«o. 

( 3 p>pa SSyv 3(3 p&on* doooai 23 , 29 , 29 , 35 55 ^ 3 . 

033e»- ©&33j0o3i^>Oo7? 3 S 307T» Sr»(3ee> Z?€?occo) ° 
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for Indumati; 5 ^ 'g^s^iasa ‘ta’ -gana per line makes 

-‘cha’-gana plus 3 ‘ca’ganas plus ‘pa’ Pa S" 1 l m , e makes for J y5tismati; one 
one ‘da’ gana plus ‘pa’ gana plus 4 ‘cl’-'gaLTphsYw Y NabhaSVad; 
plus ‘ta’ -gana makes for Vasumati. Thus'these are of 4 S P 

4 kinds bylrSit? up fhos” gajs NM5Vi “ i “ d ° thers beC ° me 

instead of ^ ,he number ° f ■>*»» observed 

are another 4 kinds here . Thus Mat°rafla kindS ' TheK 

tK , . If m f el y the regulation of the number of letters (vama-s) as against 

ram of SeftstShiV 1 mS ,‘ raS ' i! k “ ^ var nniia. The bifurcated 

parts of the first syllabic unit in each of the first three lines may have 6 7 8 

upto 29 letters. Thus it is of 24 (29-6=23+11 kinrk with i j ’ ’’ " 

limits of 6-29 letters. } kmds w,th these lower and u PP er 

• r . nrnnno ‘i °^’. d£ f da ’'. Earned after the regional language in which the ‘512’ 

. composed it is of 6 kinds namely (1) Karn2taila (2)L2taila (3) Gaudaila (4) 
Andhraila and (5) Dr2vidaila. 

devote, iS the m0St im P ortant °f the DSsaila varieties. S.R. 

de otus 12 slokas to this variety and covers the rest in only 4 slokas. Karn2taila 

mid4ie C I y H 0n t e ,h f YY 6 Imes embeUished b Y alliteration at the beginning, at the 
middle and at the end. It is sung in one of the tfila-s mantha/dvit!ya/kahk§la/pratitS- 

la as is the general rule for 51a-s .Mostly k2ma ganas are used in this and we know 
they are only the three-lettered ganas familiar to us. Nadavati and others spoken 
of under gaftaila take their form with these three-lettered ganas. So these are treated 
as one kind of Karn2taila. Under this category the regulation of ganas is iftmited 
to the bifurcated parts of the first unit of the respective lines. Thereafter the 
composer has full freedom. But the r2ga and tSla are fixed . The followingt are 
the deatils. 


a. 1 .N2d2vati: 5 ‘bha’ ganas +1 ‘na’ gana- takk2r5ga, mantha t2la 

2. Hams2vati : 5 ‘ra’ ganas +1 ‘sa’ gana - HindhlarSga, dvitlya t2la 

3. Nand2vati: 5 ‘ta’ ganas +1 ‘ja’ gana-M2lavakaisikaraga, pratit2la 

4. Bhadravati: 5 ‘ma’ ganas + 1 ‘ya’ gana- Kakubharaga Kankalatala. 

(In terms of matras these are respectively 23,29,29 and 35. These are exactly 
the matrailas according to Arjunamata). 
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(b) ■3 oSo^cpo&> 2 snStfepett+l Cdtoo; d^acaji;^ - 

>CPSS 4sWS 3 KesH»+le* ?foo; «a Sco^aj^ao (^ 0 © ^sp 

Sr ' B# ) Z*a>&Q& as acSSj&o ( tPPSoo^&jeo £? lCP ). 

(c) snfc3s>: ^© -So^ £°a»©So 4 s»aj«cjo 0 ^aya 6 ot 7 »c». e=*« 2 > 

Sso^a^So. Sar»5 fi d®a'>3§ 8 s»a>«ew». wa^^i^^o. 

S>oiJpsS 6 § 3Sb^£ c^Ksp < 7 * 0 , 3 . ^ ^ 

(d) S^e^p: (S3 >o»3S 4 s»^«CT»e) S*a r 3 asj'tts i^CPoSo ad^asoo- 
«a SSj$^ esa^ao. aoa»a33 as a»«oopea. 

(e) S’© So»o ^»o®oSj 6s»aiKc3*ex>+l 'gr>»K«o ■S'Sya 

8 S.JSPXORO,. a^a, ;Wa> *,a a^coo^ 

CPforocoo; $p>asi as. a n L 

( f ) $oaa$3: a^^o>n»^aj >^a§ 5 snwfej««> + lesxno+i s»a oX&<=> 
6°c=©. «9Sy& a^a M ■Zoxr^czxv oat^oo (^ s»^« 0 

3<ssr^©). soao >cpo aass* axnao aa^ axr-^S " 6 

fr&o zQ&na>QKo aao »r> 0 j^ ©a ‘$$r>aao’ ©aioabsooooa. (-£*-« 
0^A ^ Cej 40, 41 acp^o ag aaooa). 

g°*o7Pg°o i g .p>a?Soe»: ePlboS* a*D°o3»3:0*ao Aousoa. tJSSM e>-^ 
TOe>e< jra^a^aejoajj); t^<b 5 ao 60000 a. «o,W ->e^ 
3o»sa «a^s a**«>, owo*^, c,>eo, ow» 60 ^. .cpaso^gr 6 
«ai 0 »a 6 oaai so c^eu s>a»«u». -s* s^a &e>©& 

^CT»ea agTsoS* aaro-&> so aoaa^s* a^.ao a^r* >ao ^*3 


-dote >J3»^ esa^a ^sjojp a^s 4 a*aoS« «a>0o ao<£, ( ao^ 
$W •&(*»*• «p 4 , d* >003 0 ^ 5 on» aa3* ewra>a ^e 5 £> 
ciD^o.oa ase>s* «ro o-K-ea-fio-ag cfcso*a 3<&&o &oas isi^'zs 
aa.cSSr'^ W e^no Ao^a ‘aib^o’ ©J&ifcoa. °~ 
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b. Sulekha: The first two lines have 2 kSmaganas plus one ratigana each 
with alliteration at the beginning. The third line has 4 kamaganas plus 1 ratigana 
with alliteration in the beginning and the middle. This is called ratilekha too.RSga 
and t3la are fixed as for nSdSvati. 

c. Kamal&kha: The first two lines have 4 kamaganas each with alliteration 
at the beginning and the middle. The third line has 8 kamaganas with alliteration 
at the beginning. the middle and the end. R2ga and tala are as for HamsSvati. 

d. Svaralekha: All the three lines have 4 k3ma ganas each with alliteration 
at the beginning and the middle. R5ga and tala are as for Nandavati. 

e. Bhadralekha: The first two lines have 6 k3ma ganas plus one b3na gana 
each. The third line has 8 k3maganas.AU the three lines have alliteration at the 
beginning, at the middle and at the end. Raga and tala are as for Bhadravati. 

f. Chandasvati: If all the three lines have 5 kamaganas plus 1 ratiga§a t 
plus 1 k3ma gana each, the SulSkha becomes Chandasvati.Similarly an extra 
kSmagana in each line makes the other varieties also chandasvanta-s. If a unit 
equal to the third line is added either at the end of the first two lines or three 
lines, then this extra unit is called ‘sikhapadam’.(This concept occurs again under 
the verses 40 and 41). 

Lata, Gauda, Andhra and Dravida Bias : Lataila has alliteration at the 
end of the line. It has many rasa-s. Gaudaila is devoid of gamaka and anuprasa. 
It has only one rasa. Andhraila has various types of gamakas, rSgamsa-s, rasas 
and bhavas. DrSvidaila does not have alliteration but possesses many rasas and 
bhSvas. Other regulations are common to these along with Kamataila. But in 
chandasvantas a fourth line is composed in excess. 

If there are four yatis in the form of padaccheda in each line and 
with alliteration in the third, fourth and fifth lines (the latter two covering dhruva 
and abhdga) unregulated in respect of rSga, rasa, riti, vrtti, devata etc. but 
following varnaila in other respects, it is called ‘vastvaila’ (Vastvaila has 
regulation of r2ga, rasa, riti, etc.) 
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<30* Sqpe»7?> 60 taj* SoAiS {So»\SiSo ^t3§ 

5 °^ So^oCSGo SeP a*SJ*3 5 SxJnBSBo sSAoeSS £ 5 oS 

cioh * 0€J ^ 2 ^ § ^P»s%aa ‘softs ajonKjo*^ £to U 3«^aoup 
!!|° 33^doa. fbai iscpcaa .Sfiius ‘Soto 

rftodbd^o* swa« ^ -&&& sra. aajjfcoo. 3 ^o£>. * 

^odo^«^o°o &*>€? dWS «& fe^SyS io^GM. £■» SSjSc 

ITT”,‘•S 3 ’ 0 ’**- f «aw* palio. 

2 !-^* toaj ”f’ ““»<> **• ^aos* W ewfci g ™ 

£T|J 3 TT? ^ "“t^ *’*’ ( 5 “ *««6. «^-s .PTte 

* ' iSOc, ° **»*. »«V> >4S a&,o 

-1 ,?■" (aoto sttwS, ** LBSO i, 

* m °° °‘ 130> i31 ’ 132 - 133 >w* **).*. 

m «e?>=o= (2) >a»o«so®* ks* ? B ar.„ 0 'v B tto 

®»««! -o«». Soto S ^,io 

^aJ L-7^ 5+5+2 ». OT s ^ SSoBao ^ 

m£ K 5 zzr-TVv^ **" r ^ 

Sa <_ J , j (Pendent) *>^3 &-,* , se3 ^ gt3 

“ ^ 5“ ,* ‘saw*^ ^ ^ B> 

++“5. *4 *^KSo «So4 AoSVtoj. *, SMcJ5jo ^ J " 
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El5-s have been of many kinds. We may think these have been 
collected together and general norms for 513 establisnea by the time of S.R. S.S., 
a work anterior to S.R.says ela is of many kinds and gives only ‘ganaila’- n3d3vati 
variety. S.S.S. posterior to S.S. but ateriror to S.R. gives only a ganaila without 
even mentioning the name of the variety. According to these two earlier works 
each line of an 515 has 6 ganas. The first three lines have udgraha. There is 
gamaka at the end of each line. Then comes the pallavi. Pallavi has no regulation 
of ganas or mStras. The fourth line should have ‘mSlapaka’. Then comes the 
‘dhruva’ with the hero’s name, followed by the last line with vaggSyak5ra mudra 
and 5bh6ga dhatu. The procedure of singing is that after singing abhoga, dhruva 
should be sung and ny5sa made. (S.S. gita prakarana; S.S.S.-4 adh- 
130,131,132,133,134,slokas). We may note that these works view 615 as (1) 
caturdhatuka (2) with gamaka at the end of each line (3) without regulation of 
gana or varna in pallava. By the time S.R. came the view that ela is tridhatuka 
seems to have strengthened and the two lines with 6 ganas each (2 x6 =12) 
have been rearranged as khandatraya with 5,5 and 2 ganas respectively. 
Following this arrangement, perhaps, Arunagirinatha in his Tamil work ‘Tiruppu- 
gazh’ composed ‘Viruttams’ with a pendent called ‘tongal’ after every 13 ganas 
or seers . In other 1 viruttams ’also he has introduced this balancing unit. Perhaps 
this must have come to be called a sikhapadam. This introduction is enough for 
the present. 
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JS.II »i3 S£5o 33^ £$5o£x>oo Be»5°oeSo 333 
So.ii uo&Q 3)& SeSoc», a 

°°S 2 «&o, ZJ'QZtS&o $Q<J»K 3 ; 3 o 
eooOoea^c &£$ Des° 

^05S30§5Sj CPgd'S d&^dS} 3©"S^|| 29 

0»NSoto *»v4, (Ko®»<£ ‘<5W ©3f»g 3as>3a ^ 3o»eon» 6 o^o«5o-6 

JS^O, aeocsaiSo, a^gaeo ©3 t>es* arf>«soir 

across as Mb 3 ©d 3 o^^o o^g © 3 ^ ^ ^ 

3*jiias>g 24ae$o ag aitsoeSo, ©soSo aa&a 33N«sa. © 0 to 
**£ ** aa a.»« ©31 «q»4 cp^, eaisS *ofe ‘aso * 

*S°»’ ,****** '**>' •« ^«ad»& aoj^u arags 

^«go esot^Cb. ^ajS053o»S Vaos’ ©3 as, aw* ©a 
•sesas^ocb&otxioa. acsg^otfo 3esao3 ©a^c&o. 

«. :» *«> bsw. :»oo. ^« 0 . Sogitot3 <j o5W ^ 3 , 

3s im, eao six jasa*, s°s, ^sso^sab&o *.» a&o'S. avaSo 
s-gjocp oa^s S*»^a «&<pe> g^ 6 o ^a. ^ ° 

Vo&uty&Z «& 0 "e> <£b3, «^C 3o*P£ 3 da 3 oo Ao^a ‘ 3 u a 

sao <3 TWo^ &0OJK3-& «&<Pe> Sr^S* ewoSOoSoe 3 h» fraxj 
^ Soaa^ ago’ essiocb&o^oa. «, 3oaa>3a e&caoA&so 3 s 
26 SOW aapdoa. 26 «&cpo& a>o3 *>* ©^od 

«“•+ «=ss ago solace* 3 o& a««, 

™ f*^’ ' &,lCT, ®j ate °^ >«! 27 «£,«» Ttofi® 

yyy e^tPeu CS®5» 6 o3ooj S\r° 8 } 8 Aoa. 

1. We ag 5ao^’ ©£s*o Weag’sja ^oeaeo^. (soa w s 

a°a°^ ^ e^aod a^ga^s, *&«« ^ 

Aoo^sJV ^ 25 ^ oaoX>l Soaoa. ©oto 3*o»32 25e^cPeo 
600 *^ 3 ^ 0 . ««flPoSwS e-23too ©*3 OK 

T: "***>&> 6ou*<xo. (43+13+3$+ lXj»; 16 e^Co 

4£ £t* 2 T ™ ^ S ^ OT ^ ** - 

2 . *><«»< »*«= «J%» «&8 »o*’i ^=, 80 S&J, SM 

. •*' ^ 4ou ''“- »^> ^ asfaaw,,^ 

fc-^sTL ^ ^ "'-»'is) sv£o 

sIoS? - ^ ‘ ^ ,,ot3 =«B sa “=- k,to. 

****&? rto9 S Ss, ifasaa&o fe, ^ gg 

®»Dgo. s a- o" 0 ssi&o .S&OT L sa, ’''° s “ s >*«a! J 
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Verse 29 

Tr. TallapSka Annaya made it known for the enlightenment of those 

who are blind to the knowledge (vijnana) of padam that the divers kinds of such 
a padam, (as has been called ‘desaila’ in the treatises of music) as related to 
Natya sastra are the closely knit vrttapadam, the nibandhapadam and the 
cOrnapadam. 

Com. It has been stated under verse no.24 that a subanta or tinanta 

is a padam. That means a stem with a nominal case ending or verbal particle 
indicating person, number and tense as a suffix is a padam. That which does 
not possesss this ‘vibhakti’ as suffix is a sabda; for instance, the base or stem 
‘rSma’ without the suffix of its vibhaki is called ‘rama sabda’. After a nominal 
case ending is added on and it becomes 1 RSmah’, it is called a padam. The point 
is that which ends with a vibhakti is padam. 

Here musical compositions are called padams. These padams are two 
kinds: nibaddha (framed) and curna (free.lit. granules). That which is prosodica- 
lly framed in or bound is nibaddha. That which has no regulation of guru and 
laghu, no regulation in respect of number of letters and not bound in a stanza 
but composed of letters expressive of a certain sentiment is curna. 

Composition of letters in a prosodical frame with yati and regulation 
of numbe. of letters, makes for ‘nibaddhapadam’. If it is a stanza of four lines 
compos, d of expressive letters it is called a vrtta. Prosody or chandas is 
described in chandas sastra as 26 kinds based on the difference of number of 
letters in each line. If the number of letters per line execeds 26, such 
compositions are called mala vrtta-s. Dandaka vrtta in sanskrt can have 
anywhere between 27-999 letters per line, starting with 2 ‘na’-ganas and 
‘ra’-ganas or ‘ya’-ganas or ‘ta’-ganas. 

l.The verse starts with the words ‘bandhura vrtta padambu’ Here one 
should not mistakenly comprehend ‘bandhura vrtta’. (In sanskrt prosody and as 
followers of the same, in Telugu and Kannada, there is a vrtta called ‘bandhura’. 
This pertains to the 25th chandam which means that it has 25 letters per line. 
Four ‘na’ -ganas serially plus one ‘sa’-gana plus three ‘bha’ganas serially plus 
one guru make for a line. The yati is on the 16th letter.) We have to understand 
it only to mean a close-knit composition of a stanza in four lines. 

2.1n pada-compostion nibaddha type includes not merely the regulation ip 
respect of the number of letters, prosody and yati but the tala and pSta also. T51a 
is a familar concept, though not its intricacies. The sas'abda kriya in tala-namely 
the noisy stroke with one hand on the other or with both the hands or by snapping 
of fingers-is pSta. Literally pata means falling or fall. A composition without 
fixation of the number of letters or yati is anibaddha. This one without a .tala is 
used only in vSdyas. 
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2. ii «so£5o £j£S2,<3o 3t3dSS*S 
So.ii esodSSSxiS 

•C^oiS^^icadlxiS' oS\ 8 t3*iS3Q Z>t5&x>&' 

&>od$£i£cc3Soo £odl&d 

|Sd3o S)35d5&oeoCo£b ^oeSo^T 20 

wjjaaao, atxxs aao, was, .3 a^aotisr 4 &aaoa> 3 a jo-o 
os* 3S;S). ajsasvSs s,e;3 asr-agoo^Js, «®e a sa 

at ”“ ms ’ a^ r ae^s 4 6*3 wtora, wto-sSw, ;Lj£ 
©oason® as-ao sea 4ou , TO . (a^gaa ^ ^ » 

est^jtoo o°ot 5 s). 

ao^as 60 S ‘aa «a«c 5 ’ ^ ^ 

aj»j«odoo «sga seSa aoasyj «a aa^o ^g saa. ‘sasoaeS® 

?? f 0 'W^** 00 * aw»^ («^e aor/ &&&<> 60 S) 

^i ^>2 ve&a&vUS’ «3 ao»o«• froao.^ %sj am sog 4 * 
oar' ajSoaisr; uajn-Sj sgoasjspja>. * J ^ 

aosj.jac.e* ™*S“ ““IP® %2 «?». ®o-%ao »sg,go. w 
f * o^aa^a TO iaj.s.2 *a>3so „co*£. ^i^ai ** 
ajS.^ (**. *3* 38^ 3S tl4oa . ao&3a 

^joa^ aos'^iiWaaa.o. ^Uros soys 

g ^8 fo«. 1 ««.j sja^Ko. ws*, ^ ^ ioS* oa^i 4 

■** 1 *°®°^ a&^JSn* ©j&aeovPcfta SJSjSSty 

4 3;3j?b Soasjyr* aba |^»se» atss.-&a ©oSo. sjbsoS* ‘-357,^’ « 

<^2 ~aiQS* (gJbofi® 'dad’ < r'^o' ! >’ • ,„ *“ 

OT-ac ^ ^Ta^p-aj*. a ^ 1 &di sjTsat^So ?Z7 
5 s «*» *\«*> *=a. »^ajs«„ L > s 4o0 w SS 3° 
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verse: 30 


Tr: (Among the vrtta padam, nibandha padam and cuma padam 

mentioned earlier ) vrttapadam is being explained. Vrttapadams are those that 
blossom forth beautifully as though gold has acquired fragrance, from the twenty 
six kinds of metres in the form of vrttapadams with aksaraganas and jatis with 
mStrS-ganas. 

Com. The regulatory principle of a song or a verse is its prosody called 

chandas. From the root ‘cadi 2hladanS’, one etymology of the word ^chandas’ is 
‘that which exhilerates’. From the root ‘chadi samvaranfi’, another etymology of 
the word is ‘that which dresses up -the thought like apparel’. Exhileration is the 
essence in both the cases. Musically oriented as this work is the author suggests 
only exhileration by speaking of beauty, blossoming etc. through his words* 
f andamulai alarucunundu’ (Tel. andamu=beauty; alaru=a flower, happiness, :(vb) 
blossoming) 

In sanskrt the mantras of Rgveda are vittabaddha (framed in metrical 
form). Yajurveda is in prose form; mostly the Rgveda mantras form the corpus 
of SSma v£da attuned for singing. Chandas is called the feet of Vedapurusa 
(chandah p5d£tu VSdasya). So it has become one of the v£d2ngas, a subsidiary 
subject for the study of V£da. In Sanskrt the chandas of the Vedas and that of 
the secular literature are different. In laukika chandas, the work of Pingala is the 
most ancient. The next work that has become very popular is V.R. of KedSrabhatta. 
One can say that Telugu and Kannada have followed this work to a large extent 
in regard to metrics. 

In Telugu prosody the yati and the prSsam are the distinguishing 
features. These are present in Tamil undqr the name of ‘monai’ and ‘ptdugai’ 
respectively, yati is caesura in the form of aksarasSjStya (assonance); prSsam is 
repetition of the consonant in the form of second letter in each line. These should 
have come to Telugu from Tamil only. Kannada observes padaviccheda as yati 
like Sanskrt and there is no aksarasSjatyarupa yati; but it observes prasarn like 
Tamil and Telugu. 
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g^cr»a sr^Si ?b& 

o$w S$ax»3o "aweStS «>o§o. (p^jS^©: ©Sx2§)©i. &a^cr®eo, °»odios« 
(&o*©Sj, ao&>;§)a&>, £>SC&> Sxoii^ «^cr»eo, S'eooS 4 &r>da e^a^eo 
S’®’** a^e «a »08. (aSj^^p, Jfaa^rto 
<b ®* 3,08 SST, L <r )* ^1* *»eoS« 6^6o5^ ©&5o ©Sx^. 

eoSSoTo a&^eoS 4 ^OoS^a to&$. toCbSja, <3o^ Sr^os^e&fi 
&>&n>$pr» 35>^«p 3»<x5* spasms, (ass^g^c 

3o&0 &r°^a), &uP>&> e>3§)&bo& 

eajVo4r * 5 § 5 ^ ‘<*1', too ‘W’ WSB^CO). So* ,3 

Z^Z ^ ® 2 k-S ‘*g’ s™>y e-s (3*»co s»3 &>c 0 s*a crsjTjwa 

a.S S^obSSo (frc 0 «^8o)5* 35 tt*S ‘7$C3’ e^&od. J&. foo^ 

^°* 07TS ^1*° ^ ‘^Z^Z’ ^ 3^ g.->, fc* ^ 

Ip^o ^ ^Z° ^©jS* &P><*7T»£ JS^odi. -g« 35, ^-gea 

"So&j ^e»?b ' kgs ^ Xcf>oZq&>o^. °“ 

aoSjrO* 0 ®* ^ sa^ffjar* ?b& ©sx$)© 5* g^d |*s^>s»i 

ax-d^a-© e&CKmx, ssr^o 3^5* £»^ ar^K^ Ajmox. «&0 
Kc^o5« S>0^ ^poj >n»o SoSS^ g©sp£§ ‘a)q*«o’ ©a t>&. a^«r>K 
rn®5* £>0^ jpal ‘es»ifc«» ’«& ■£&. (SoS^S aoaay^&p, aca\oao, 

sj'lf^ofio ^ox. ‘ar-pac s33a $oaaa;> sa^’ «a a^ec^ 

gc°) a°a W £J°^ St^ SjoaarjS 6 S»\<S wo*c&3»©>, As ifc»©> 'a-fixa' 
e><oeooo^coo. ^ ^ 

aar-dSo e^o*© 3oa D»a^ (Sgajofcjogb. Sfepoti jdg«cr»eo ajj^s* $ 0 a®3} 
(aasoaoo a© i^as^ax. p;>So 3dtSsjtJ°3S S^xs «2>\ Krtfc$e»io»!b, 
«&>sr>s adSi^J «*© KjOjJS) |So4S ©Six$ p>8>, J5p8jd»a»a fodb^oO SbfaS 
©eP^ Sfe-S. «*£ ©a^^eo aosj ^ i^dSJ-©. 

axr»^cp© aoa^so ^>i3o, kop©> csr»aueso&a»j_ooa. 

U U U= &>too U U I = «S«cjo 

I U U = cSSotoo I U I = esHoo 

U I U= Stoo U 11 = a««o 

II U= 5«CSO I I I = a«CSO 

e^s«cp©a, aag«ey>es *!>&. 
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In prosody, in Sanskrt as well as Telugu and Kannada that follow it, 
the concept of guru and lagliu is the first item. Short letters are laghus. Long letters, 
letters that come before conjunct consonants, bindu and visarga and those with 
a mere consonant succeeding them are gurus. The time taken for the batting of 
an eyelid is designated as mStra. (nim£s5nmSsSbhyam anya:ar£na tulitah kalah:) 
A letter which can be uttered in a mStra is a laghu. That which takes more than 
that is guru. Though a guru is generally equated with two m2tras or laghus it can 
vary: a short letter followed by a mere consonant is only one and a half mStras; 
when it is a long letter it is two mStras; it will be three mStras when uttered as 
a pluta. The Tamil system is different. In Tamil a component is asai; a gana or 
foot is 1 sir’. A gana is formed with ‘ngrasai’ and ‘niraiasai’. A short letter or long 
letter either by themselves or with a consonant constitute a ‘nerasai’; a short letter 
does not occur as the first item of a' sir’. Two short letters or one short and another 
long letter, either by themselves or with a consonant, constitute ‘niraiasai’. These 
‘asais’-‘n£r’ and ‘nirai’-two or three or four join together and form the ‘sirs’. 

Like in sanskrt there are both the three lettered aksaragaijas called 
trikas as well as mStrSganas in Telugu and Kannada. Those with four lines of 
aksaraganas are called vrttas; those that are formed from mStr3ganas are called 
jatis (sanskrt has varnachandas as well as mStrScchandas ;‘matr5 varna vibh£d£na 
chandas tad iha kathyat£-vittaratnakara) In sanskrt the different kinds of 2ryas 
and gTtis that are composed in mStrSchandas are called ‘jatis’. 

A three lettered unit is called a trika. Such trika-ganas are obtained from 
prastSra of the third chandas which means the chandas which has three constituents 
of guru-laghus. PrastSra process: write down all the constituents as gurus in the 
first row. Write a laghu under the first guru and keep others as they are in the 
next row. Again write the laghu under the first guru, make the preceding laghu 
a guru and keep the other part as it is . Continue the process until all the constituents 
occur as laghus. The third chandas is called ‘madhya’ chandas. Its prastara and 
ganas are shown below : 


Symbols 

guru = 

u. 

laghu: I 

1 . 

U U 

u 

- ‘ma’ 

gana. 

2. 

1 u 

u 

- ‘ya 1 

gana 

3. 

U 1 

u 

- ’ra’ 

gana 

4. 

1 1 

u 

- ‘sa 1 

gana 

5. 

u u 

1 

- ‘ta‘ 

gana 

6. 

1 u 

1 

- l ja’ 

gana 

7. 

U 1 

1 

1 

- ‘bha’ 

gana 

8. 

1 1 

1 

- 'na' 

gana 


These are called ‘aksaraganas’ and ‘nisaigaganas’. 
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2)2 liW e^5o s*iKbx *** 

!^‘ 2 ^ 2 (3$&s 0 ofio«« aj« aow 2. Wg’^Js 

gp* l^®®* 5P« asr^0H> $otso&* -aa 

aajaa s^g ^ »o*$ ^a. w ^otp wcSSy , . OC3 ^ 

»o*5 ^ 0 a. *>* «& ^oo»^ to\& ao*S 

ao* 5 13, 42, 17, 726: ” ^ •>- 

^ Soa. *»«> 3!>\3a 5002 docs^. fta^ i«o©»^ 

ST»a^a ZoZT'&, 30. SoS^<S^oa»o IteS: ^ " 

1 _ 62 s», 2. .** a» 3. 3*s 5 s» 4. ^ 5. 6. ™s> L a 

*' ^ 8 ; 9. apa 10. 5ol 11. ,<L? 12. J-q 

13. vQvxa 14. *£$6 15. vttfsso 16. ©a 17. ©?<* is C v S 

iVS* « u f 2l - w 22 - ^ s 23 - M ->° 24 %* 2s - 

4 yj^o«*3 ^(EWJcJSjo (15 53 S) 0;a> Or-auiS®. 

So^jaos* ar^mtoa^aa ap&j® <wfc®,. „ s ^ aa> 4 ^ 

" WoOTO> - “““W 80 ®* ««&.» «. S*SSl 5>L. vOo 

4 ar-ijto iteHWt* swipA®. ss-^se-m »3 x<n» a.* ;++, 

«■» sno^ s&5n. 0 fi*s ^ ib&ibotooa. sis. ijs 0 «*''« 0 o ioatpa. 
rfiKMfcjp Sear, aoo.®: ,^a s*® eitoJi icpoa as*. <43®. 

O o ©aSPtoo fe.2 ^ SSp>^o 6ot3io£>. Sorter e^oo J^po* tfoePfi. 

I , « ea *”ttl° a y^S^’’ S5 ’5 8 i e * s *-5®s>oo a 0 s* d.ooe‘1, atr-s* 

>00 B^SWS 0-®js«o:3 « jsa • a%OSSi > ^ea. ^ 

’ - ,°° 0 S ' mao asjss ‘OSe*ij’ «S®o05&oosoO/ S'® 

sT y^? s ' e Z‘l 218 s * 0<r ‘ W «’ *& a ° WsW 

»^oa. *g ** 5 ««. ^8 ar^ 0=.^ *, 

4+4+4 

4+4+1 - 3+4+2 
. 4+4+4 
4+4+1 - +4+2 

63^0 2>d5^fi dh& &o&>S). 
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In the first chandas, a line will have only one letter. That letter may 
be a laghu or guru. So in the first chandas called ‘uktam’ the number of vrttas 
possible is 2. In the second chandas called ‘atyuktam’ with two letters per line 
the number of possibilities according to prastSra are guru guru, laghu guru, guru 
laghu and laghu laghu-four. In the third chandas called ‘madhya’ with three letters 
per line, we have seen above that the number of possibilities is eight and hence 
8 vrttas. Thus the number of vrittas goes on doubling in each of the next higher 
numbered chandas. The total number of vrttas possible in all the 26 kinds of 
chandas are 13,42,17,726. But writers on prosody have mentioned not more than 
500. Among these only some 30 vrttas are in use. 

The names of sanskrt ‘chandamsi’ are as follows; 


uktam 

10. pankti 

19. atidhrti 

atyuktam 

11. tristup 

20. krti 

madhyam 

12. jagati 

21. prakrti 

pratistha 

13. atijagati 

22. akrti 

supratistha 

14. sakvari 

23. vikrti 

gayatri 

15. atisakvari 

24. sanskrti 

usnik 

16. asti 

25. abhikrti 

anustup 

17. atyasti 

26. utkrti 

brhati 

18. dhrti 



The vrttadhyaya (15 ch) of N.S. has shown 53 vrttas. 

In Sanskrt, compositions in matraganas are called Jatis. These are also 
stanzas with four lines. Varieties of 3rya and gTti come undei this head. Arya is 
composed with ganas of 4 m5tras each. The ganas bha-ja sa-nala-gaga have 4 
inatras each. The first half contains seven such ganas and a guru at the end. Ja-gana 
should not be placed as an odd-numbered gana (1-3-5-7). The sixth gana shouid 
be either a ja-gana or ‘nala’. Here in this sixth gana yati occurs after the first 
laghu. In the second half the sixth gana is made up of only one laghu. For the 
rest it is like the first half. Such a composition is called pathyarya. If the first and 
third lines of this verse continue into the second and foruth lines respectively 
without break then it is called vipularya. If the pathyarya has a ja-gana as the first 
one of the second and fourth lines then it is called ‘capalarya’. If the first half 
has capalarya regulation and the second half pathyarya, then it is called ‘mukha- 
capalarya . If it is pathyarya in the first half and capalarya in the second half, it 
is called jaghana-capalarya’. Thus it is of five kinds. The units of m3tra-ganas 
in 3rya can be shown as below. 

4+4+4 The place of yati (caesura) is 

4+4+1-3+4+2 shown with a dash 

4+4+4 

4+4+1-+4+2 
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33ott> 

S&j&o 

Kes»e» 

Ke» 


"£>& 

t»Co 


aojp^ 

cp 

1 . aoa^e 

isocjsjg^.'g 

is^J x **f‘5o^o*-}-l’C5o. 

7 

4Kcy°©Sba 

2 . aoo°^e 

<5 0 Sdb2j r ‘3 

2 a}o+lar»+ 2 s|o.+lar». 

6 

3^ct°© 2 ba 

3. asa jcp^c 

JKfcSoSLTS 

l&r>+3qo.+l3o. 

5 

3«cj»€)2ba 

4. ©oiKpS^e a?Wfo» TJ 

l&T*+2qo.+l3o. 

4 

3?toooaeaso 

5. 

SOdb^S 

2 sjo+lao 

3 

2 ncj»© 2 ba 


SSjttoST 6 dfcfi jd®SS7»(3o 6ofcojc>a. 


Sr^lferoSaa SWta (UI) ^foo (ni)» £><£oi 3 
^ a^oo ISoiiSt 3 «^ 0 o <£>3 ^o. >< 3 ^ 45 o(^&> 3 »« 

»^«CT»e Sb^JSxD ar»|«o 6 oC*©. Sa§ (S5S> adblSo aj^o &Si. (^©5 
^O»eo S>Kcjo< 5* Sr»6j^ SoKoO &gp 2?<3boa^ ©&j a SDO§©« 

(«i»o) ??&oa.) a “ 

-iS 5C: ^*<So(d5«CToo t.%. SJ’C^«cjo5 6 «)&<&> nepQgLfio dSo <S7T° 
*>* >CPe» ^SSdfc&oS* SPS^S ajiW © 2 $>«Sboa. arSa 
^sepa^arsts j^pgcpaj. adn» &oa»©. ^sds-.©-©^ d»aao&d 5 r^eo 
fo&jjpejar* ©9» a>s© ©to c&3>ao (ss^a aaojo- &r»sao. 

*• e^cpasgtosjxs^oa >©^©3 ^a+^sbao. a^aasb ^aoo^o 

3&oto ssooesd acsa E°<aboa. &ai g’oaco id»a 
d&83 ©oAse>Cb. L 


&as 3a>«j^ jpsjs 3a>. sa^e^e* ^ase^sc^a. 

&»1 3*sa, 3°3a ©» 5 ^g» ■&&. a*a> d*a°eootj*oa> 

T £ •* **®* 16 «** .* 

voa 8g ^ &PO, a*o. i( pif kcp© iaa t* arss^a .£**, a,*^ 
-saa ©a **.»» aa^e,. 6 as ©o*»ao^a 60 ^©. Sar^s© &a 
Z^o^o Sba 9 s^ l «o, 5t^ (6+9=15) 8 ^ «»* 

\ f*? •» •»>»• 2 Iba 4ax*i«s© ««*©> *** 

w _ ^ *«*.)« ©ao^a+ a.ejga i>aa. 

Igfl zls ^ 5 ar ^?' * J ^ sa S3iSo ^ oiSo; **»««>&> sa -aaa 
So ^- ^ ®oa*a^a >t3o^eo. ©a^sa a^oa&L. 


in 


S-SOrya In=Indra. C-candra 


Name in Name in Ganas in 

Telugu Kannada Telugu 


1 .MahSkkara 

2 .Madhy Skkara 

3 .MadhurSkkara 
4.Antar5kkara 
5-AlpSkkara 


Piriyakkare 

Doreyakkare 

Naduvankkare 

Edeyakkare 

Kiriyakkare 


lS+5In+IC 

2In+lS+2In+lS 

lS+3In+lC 

!S+2In+lC 

2In+lC 


Total Place of Yati 


7 after 4 ganas 
6 after 3 ganas 
5 after 3 ganas 
4 after 3 ganas 
3 after 2 ganas 


Kannada there is no yati as in Telugu; but prSsam is common in 
both the languages. 


UtsSham: Each line consists of seven surya-ganas (ha-gana-VI; na-gana-U3) 

plus one guru. The first letter of the 5th gana is the place for yati. All the four 
lines must have an admixture of haganas and naganas; but there is no fixed order 
for them (If all the four lines are composed with ha-ganas only then it becomes 
sugandhi vrtta; if composed with na-ganas only it becomes Vicikilita or Tarala) 

Dvipada: Three Indraganas followed by a suryagana make for a line. The first letter 
of the third gana is the place for yati. Two such lines with prSsam make a dvipada. 
The lines should be separate and one line should not run into the next. Prasa yati-the 
second letter in the line repeating next to the yati place-is prohibited. Palakuriki 
S5manatha is an exception in this respect. Dvipada has been popular in Telugu. 
If pr3sam is not observed in dvipada it becomes manjart dvipada. Some scholars 
approve of prasa yati in this variety. 


Tripada: This is not generally used in Telugu, but popular in Kannada. 

Catuspada: This is also called caupada/caupadi. It has four lines. BhTmana, a 
prosodist, says that it should be composed with 16 matras per line making use 
of caturmatrS ganas like bha-sa-nala-gaga (UIMIU-U3I-UU). Other prosodists like 
Ananta and Citrakavi Peddana say that it should be composed with 3 caturmatraga- 
nas followed by one suryagana. It must be embellished with antyanuprasa. 
(alliteration at the end of the line). Yati is after 8 matras. Composing 2 sOrya ganas 
followed by 9 matras and with yati after 8 matras makes it vitala Catuspada, says 
Appakavi. Ananta and Citrakavi Peddana put it differently saying that composing 
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55t»(3o kct*oo 5o7*aot3 Zu(S ^ 57»8£too &r»©j (5+5+5+3= 
18) 8 57®(3olb(5 c2o©, ^siSgoiS (>5eo •Sv7*eyS§ ‘gcr* 4 o 53o5/ja’ esSJ) 

&>oS>. ©5ofo5* 2K- esTJ© 5 5tf"*(3o fiC5»eo. 5a7*&o(£5Ke , 5*eiho3 1 

SpS^foo SS^o esS £k52 o 5 "2>2og 35^£jdoa. e£>5y&a a^5d5 &Q8co£> 

s°S, d5o©>5o5* 57>(3o §°63o 57*87} 55ooa. 5eto7*0 ©oK2 200(3 
32 ‘58>o(a5}383*^g8o (e55x>(a3o)5* 5^8 e>5x2)eo 5 6oS 5o7*&o 

£b& a,g <o7*8£?too (5x3 =15+3=18) ©otoT* 5£5e}g i oo7'i* 3>}&i. 

5o7*£*?too 5”© eog^Co d5o©, t?a^o3 [>5eoocr®©. 


3SWk«* &3§ (>2o8£o &&. g2j£o5* i^abe^oSo^.' 

g - fo^ - e: ^ >a*oootJ*coo. ajJSdS^oa^a! 3s?o+l57 *. w ^3cp»j 

•3o5o>8o S7>6yiJ 3805*23 t*S ><5o E*3ooa. 3-5^7 KC7o 3*© e^Oo^ 
507*^0 5*to c£b© 6oc*©. |>5 6oC*©. 

A3ooj: 32ofo 65£73o<*£ wto'Soa tltoAifcea^S). A35o3a £>53 .>57* 
-®-« "So&7* 55o/\3oox 5t3l 2*oo?b > 13 * 00040 * 000 . 
(>5^eSo. (>5dSo© 3oo3ooa. (5©>5o5*2o 157* + 2 30 + 257 * 6 o£ 2 * 5 * 
too wd5^So d&>© &7*8}3 esS ^toft© es^3ooa. ^5>o*5* 3 5 t» + 
23° 0S*85oo5x(, 55>o*5^ 557". ?te3*eo2^ 6oto7* 2*<5^too ^a^&OoS* 
d5o©g7=d_}3 wa wto-SoS «25o5o&o4oooa. ^55<5£o (o»% «« ’3oSot35* 

^20*5^ 3dj 3>}©; es5y<& A© ^5?7*«on*^ 50«rfo5u5o3boa. wto5oa 
©toAeSo©^ 3<£n* 5j;3o(3ofi* (2*dio52o}275a ©©52 5ofl3. 

«D3oA©, "5jo2A©(g5oo2A©), 55£*A© wlS© 55.5oA3beo. (5©>o®£§ 

ls(o+ 257*. «CT*oo 6oto7», 5o7"£*too <a>a<^5o ci5o©>2oA* 6oto7", 
2*«»>a*ooo^a 53oA©. (5©>5o5*2o £>&r* 57"8 ^c3*ooo4oJ* £><5*too 

"3ooat3 e^8o d5o©>2ofi® 6oto7* 2 *qo>C 3 *oj 2£3a ‘5oo2A©. £>55 

«s5^gS g5oo2A© es>5 5^5>8o<T»ao. tstoTSoaoSb 2*«o>C75^|>5<§* 55&A© 
^£)oX>n&S0Oi00O&. 
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2 . jryaganas followed by 2 caturmStrSganas plus one laghu gives vitala cat 

is also gives only 15 matras per line. Appakavi prefers a guru at the end ol 
the line. Ananta and Citrakavi Peddana prefer a laghu at the end of each line - While 
these latter writers observed antySnuprSsa, Appakavi had not. The 3 ganas of 5 
mStras each followed by one suryagana (5x3+3=18) with yati after 8 matras and 
3di and antaprSsa make it KarnSta catuspada. In Telugu, ganas with 5 matras each 
are naga-sala-ta-ra (niU-IIUI-UUI-UIU) which come under Indraganas. It has heen 
said earlier that 3 Indraganas followed by one suryagana make for dvipacla. I hue 
arflata catuspada can not be different from divpada except regarding the plate 
o yati. Vellaturi Lingana in his S.A.V.R (unpublished) gave this as padal aksana 
saying three kSmaganas of 5 laghus each followed by one suryagana (5 x 3 -+ 1X) 

with 3di and antaprSsa and yati on the first letter of the third gana (11th laghu 
) make it a padam. 

5foP adi: This is y ery popular in Kannada but not used in Telugu. 

TaruvSja: This has four lines. The dvipada chandas of 3 Indraganas follow ed In 
one suryagana if done consecutively twice becomes one line of TaruvOja. Vati is 
observed on the first letter of 3rd, 5th and 7th ganas. Pr5sa is observed. 

Gltam : The Telugu upajStis are ataveladi and tStaglti.The comniun 
name tor both is gltam . Among the indegenous gltams these two are samaglt inns 
These have four lines but without prSsa. PrSsayati is allowed. One sOryiigana 
followed by two Indraganas again followed by two suryaganas in each line, with 
yati on the first letter of the fourth gana is called ‘tStaglti’. It is ataveladi if the 
first and third lines have three suryaganas followed by two Indraganas and the 
second and fourth lines have surya ganas for all the five, with of clourse, yati on 
the first letter of the 4th gana in all the four lines . Either of these two has necssarilv 
to be attached to a slsapadyam when the latter is composed, in which case the 
attached gltam will be treated as a part of that . It is obvious that ataveladi and 
tStaglti can be written and used independently and separately. 

Ettuglti, mClanagTti (KamalanagTti) and pavada glti are visama gltuins 
in Telugu. One Indragana followed by two suryaganas, with yati on the first letter 
of the third gana makes for a line of ettuglti and it has four such lines. Meianaglti 
has four lines, with each line having seven sDryaganas and yati on the first letter 
of the fifth gana. Appakavi has called it kamalanagiti. Ataveladi with prSsa in all 
the four lines is called pavadaglti. 


114 


e^iiTSii <3a© SSS.SS5083J SSSoSoj^j 

SSoeSi^^ SoScJSs 2o&>£& SPeofo 
jpa£coex>aa ^<a3 $5oft <.Be» 


Sou 


jpeofo £pa 08 i>e» w°S 

•d»e»S SS^o-Cfoc5fi>c&> asSaSyiSo £T> 


feo^" a&>sa&oaa a° 

C'ooSjd ^Paa^^a^D 3S' , ^oiij5’ 


«SiAh aa.aa Spaosaa^s 6® 'SocJ&D-csjoes 
aSa 3i5e»aaaeaa "SsS^g^. ■CSoiS'Saa 
asaaa aydaaac Sea; saiaa 
esCaaaaa &>a daaycST'Sa^C &ac3a. 


31 


32 


33 


ar»iiS^«ear>S ®oer>sr®G« (1) aaaa^apeo (2) aa.sSaSSjOPe» (3) «s>C asSa 
®a aar°&a cWean® iotJ'cas. esoaa^T 6 aa.&a ay&o es3a a^eaPt5 

£pa°^ o^’&^oT' 0 £-§ fl J r ^ r a$oA° Aotaaoa. (31) 

^>e»«a a®o»ejp“ ^ aaon° a£3a asaajso. aaaaaaaiSa &T°C° SPtfoS* 
Stfp& ^poaSPCPeir® e,"§ aao7Y> a&aaaoa. (32) 

g?a aos^S* Sa^afta s-StS^ao Sajpfi^ao es^a e-S aaon° ^oooottTP 
asao^s* sa^ana 'SoS^sPao a°ao ep^a "Sa^s aaon» 6ayTa«5 

epayaa ©gaaaay«5aaa2ao3asaooao&. wep« aa^aao sx°c° ©saaaadsaa 
«9a^«ar^a> 3d^ao. (33) 


sp^usa^o aao 5»aoaaiSa aor^cpal «j°a esa^atxA 0 <&otaaoaa "a^asts 
aa^oS -6 3S^a ^oasjs ■&• aaj-* 1 aa ao®^ acs^e a^ar»a ^cpa^coao-oa 
3^oaa., 3*vy tf q^cPoTS aa°o&r° ©a^ocoo-S S^a^as. 

aaypjson® 6 o"^a aaao, aaaos°a& sa.aao (s+aaa - sa.aa) © 5 o, 
tso~&> afoPea, a&r'ao 7 T’> 6 cf£a& ©5 aaao. 

7 o 


^Posd^CPo ST^Ob^ &j£P£)§ Stosp^e^eao. SSSoSjo, 

SS^SSodjo, ^OSSSoSjo ^or? 5 epSjccDO-CSbS^SP®. eo£b^7S 

£PCO&> ^C^OT* £POD?b (2w§^£r°£o e*§^SSon°) DS\SSo 

32S^&o6. 
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Verse 31-33 


Tr.The entire vrttajsti comes under.the catagories of (1) sama vrttas (2) visama 
vrttas and (3) ardhasama vrttas. Among these the visama variety has each of its 
four lines differently. (31) 

That is sama vrtta where all the four lines run in uniformly identical 
way. Similar is samapada whose four lines are uniformly identical but embellished 
with tala (32) 


While the odd numbered (1,3) lines are composed in one way as the 
even numbered (2,4) lines are composed differently then it is called ardhasama 
vrtta. Annay3rya has stated that a similar padam is called ardhasama padam (33). 

Com: The author who extolled in the previous verse padya (stanza) becoming a 
padam (song) with the hyperbole of gold getting fragrance states the three 
categories of vrttas and applies the same classification to padams also in these 
three verses. 

That which is even or uniform is sama. That which is not even or 
uniform is visama (vi+sama). That which is half even is ardhasama. 

Since the main characteristic of vrtta is its being in four lines, this 
evenness,unevenness or half-evenness has to be understood in terms of the four 
lines. It is because of this that each of the four lines being different in structure 
or composition is described as a mark of visama vrtta. 
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These remarks apply to jatis and upajatis also which are composed in 
Although the phrase vrttajSti is in singular and denotes only 
’ 6 co ™P onent j2ti is used in a mnemonic sense as a reminder of jati and 

upajati verses. Vrttas whose four lines are dissimiliar are called ‘gauna vrttas'. So 
ardhasama vrttas and visama vrttas come under gauna vrttas.The serial’ number 
of the chandas mdtcates the number of letters in a line'. Thus 20th chandas means 
that a line of this chandas has 20 letters. While the number of letters may be 20 
per line there is room for the order of gurus and laghus or ganas changing in each 
hne. So if the number of letters in the first line is maintained in the other lines 
ut with a different order of gurus and laghus then the unevenness pertains to 
e chandas of the first line only. Then it is called svasthSna visama vrttam. If 
the number of letters also changes along with the order of gurus and laghus or 
gapas it is then called parasthSna visama vrttam. If each one of the four lines have 
different number of letters, order of gurus, laghus or ganas then it becomes sarva 
parasthSna visama vrttam. 


In the same way, if the number of letters remains constant in all the 
four lines but two Of the lines are having different order of gurus and laghus or 
ganas from the remaining two then it becomes svasthSna ardhasama vrttam. If 
one half differs from the other half even in the number of letters then it is called 
parasthSna ardhasama vrttam. 


For example a svasthSna visama vrtta called ‘VSrSngi’ is formed from 
four diffemt types of verses called (1) Indravajra (2) upgndra vajra (3) kSnti and 
(4) vStOrmi. All the four belong to the 11th chandas. The following are the details 
of its formations. 


VSrSngi: 1. Line -ta-ta-ja-gaa - (11 letters) -Indravajra 

2. Line-ja-ta-ja-gaa (11 letters)-upgndravajra 

3. Line-ta-ja-ja-gaa (11 letters)-kSnti 

4. Line-ma-bha-ta-va (11 letters)-v3t5rmi. 

AngajSstra and NadlpraghOsa are two other 'svasthSna visama vrttas. 
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With ‘Rugmavati ’ having bha-ma-sa-ga-ganas (10 letters) of 10th chandas as the 
first line and DOdhaka lines with bha-bha-bha-gaga ganas (11 letters) of 11th 
chandas for 2nd,3rd, and 4th lines a parasthSna visama vrtta called ‘srlramanam’ 
is formed. 


VTnSracana, Uddhata, Madhura and Manidlpika are given as sarva 
parasthSna vrttas in Telugu. 

A vrtta bom in a particular chandas running uniformly in all the four 
lines with its order of ganas and laghus and gurus unchanged, makes for a 
samavritta. There is no need for examples here. The vrttas we generlly read are, 
more' often than not, are sama vrittas. The author has applied these regulations 
to a padam to define a samapadam. But there are one or two points to be noted 
here. While thinking of a vrtta we have to forget the padya or slSka and rember 
that it is a composition of four lines. Padams are vritta bandhas in four lines but 
they are not padyas- or slCkas. The author says that these lines of padams are 
embellished by tSla. Though the author is going to speak about tSla in verse 36 
and 37 some points need to be stated here. 

Between the rSga and tala of a padam or song, the latter is more 
important than the former. A padam or song composed in a particular rSga can 
be easily sung in another rSga. It is not so easy to change the tala in which it is 
composed. The letters or syllables of the text are arranged in such a way as to 
suit the tala that the composition does not fit in with a different tala. A samapada 
has not merely its four lines in a uniform fashion but its tala too runs uniformly. 
That means the laya has to be adhered to. Singing fast is drutarnSna; singing with 
medium speed is madhyamSna; and singing slow is vilambitamana. The tempo gets 
doubled in madhyamSna which gets further doubled in drutamana . The standard 
of this tempo measure is called laya’. Based on the behaviour of this ‘laya’ what 
is called Yati occurs. Samayati’ is one of the classical three or modern six ‘yati’s. 
If the tala has the same type of components having uniform time-units (kaiaprama- 
pa) then it is called samayati. Generally the time taken to utter four short letters 
is called a laghu. If tala occurs after every group of four letters it is called ekatala. 
Since tala is known by the number of letters that it may comprehend , care in 
composition is neccessary. It is enough if we understand that the laya of a group 
of musical notes with uniform time-units has samayati. The author is saying that 
the composition of samapadams has not merely its prosody but also this tala 
laksana. 
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ardhasama off v ^ ta - A v ? tta being a composition of. four lines 

half nr nth^ff 3 s . u 2g es ^ s . *bat ,9P e half or two lines being one way and the other 
W rr,nSft * lln f being different. But which two lines? The first and second 
if one wav^n^oV 6 ha l f v a ^J he , dlirci a " d fourth lines constitute the other . This 
nne ha^ a y nH f i king at "umbered lines, the first and third, constituting 

half k anftK he even " u ®bered lines, the second and fourth, constituting the othe! 
have VaiUd 1 ?" w ^7 ^ 00 ^ an 8 at ll - Both these can be accepted. But the prosodists 

d 5 ardhasa ?na even when one line is in one way and the other three 

ardhasamas Siere^ am ^ c * assd * cadon sv &sthSna ardhasamas and parasthSna 


a • jl f^P n 2 the svasthSna ardhasamas, the ‘upajsti’ verse composed by an 
admixture of indravajra’ and ‘upgndravajra’ metres, both belonging to the 11th 

rm/rf^’n- l?„ n f is seen in Telu S u works. ‘Indravajra’ has ta-ta-ja-gaga 
t\/t -VV). ganas (9+2=11 letters), ‘upgndravajra’ has ja-ta-ja-gaga ( 

iyi-VVI-IVI-W) ganas (9+2 = 11 letters).Yati is on the 8th letter in both cases. 
By muting up these two metres 14 types of upajatis are formed. These varieties 
are shown below m accordance with the Sloka: ‘gkatra padg carana dvaygvS, 
padatraygvanyararasthitascgt, 'taygrihanyatra tadOhanlyS, caturdasOkta upajatibhe- 
dah. 1= mdravajara . U= upgndravajra. The four letters represent the metres in 
the serial lines of 1-2-3-4. 


1. I u u u 

2. U I U U 

3. U U I U 

4. U U U I 

5. U I I U 

6. I U I I 

7. I I U I 


8. I I | U 

9. I I U U 

10. I U I U 

11. U I I U 

12. U U I I 

13. U I U I 

14. I U U I 


The fact that our author has indicated the odd numbered lines (1,3) 
being composed one way and the even numbered (2,4) lines being composed in 
a different way as ardhasama should be taken only as a symptomatic statement/ 
Pramitaksaram with sa-ja-sa-sa ganas in the odd lines and ‘priyaipvada’ with 
na-bha-ja-ra ganas in the even lines both belonging to the 12th chandas, give an 
ardhasama vrtta called ‘Ajitapratapam’. Similarly ‘praharsini’ with ma-na-ja-ra-ga 
ganas in odd lines and ‘rucira’ with ja-bha-sa-ja-ga ganas in even lines (both of 
13th chandas ) give another ardhasama vrtta called ‘ratipriya’. These are svasthSna 
ardhasamas. 
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‘Sumukhi.’ (sa-sa-ja-ga) from the 10th chandas in odd lines and 
vanamSli (sa-bha-ra-laga) from the 11th chandas in even lines give a parasthSna 
ardhasama vrtta called ‘viyQgini’ . Similarly* kalitSntam’ (ta-ja-ja-va) of 11th 
chandas in odd lines and totakam (sa-sa-sa-sa) of 12th chandas in even lines give 
‘manbharam’ another parasthSna ardhasama vrtta. There are more like these. 
Enough for our purpose. 


That padams having this ardhasama laksana are called ardhasamapadas 
was enunciated by AnnamScSrya, says our author Cina TirumalacSiya. 

We may note here that tala is not referred to in the case of visamapa- 
dams and ardhasamapadams. 

A Sastra explores all the possibilities. That does not mean that examples 
can be provided for all or that one should follow all the possibilities. One has to 
make a healthy and pleasant selection. 

In verse 32 the author qualifies samapadam as tSlSlamkrta sSmyapa- 
"dam. It just means uniformly lined verse embellished by tSla. All the four lines 
must fit into the tala uniformly well. One should not mistake it to mean that tala 
alamkSra should be there. For all the 35 desItSlas there are, no doubt, alamkSras 
said to have been composed by PurandaradSsa, with their svarasanc3ras. But he 
was only a younger contemporary to Annamayya. Annam3carya caritra speaks of 
PurandaradSsa meeting AnnamScSrya when he visited Tirupati. So it is not probable 
that tala-alarfrkaras with svarasancSra composed by Purandara dSsa should get into 
Annamayya’s work on sanklrtan in Sanskrt or into this Telugu work 
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so ®©3 ©aifo^^ s®03 &>3 ?j®e©cas> $r®a.£*a3 <Daar» e-ao-a3aj. 
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©ft° 6 oa. 
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33>©o7S° 6^Doo&3. a}^_a 3ai?b<^e3gJ©3 32>^a aae^cpos e-gt^oSj 

s^ftoauaj&a^coSr 

■sot^a ©o«a 2 oo (0 ©a ‘aa^o^a a^a as^gao’ ( 1550-1600 a. d) 
(feat aj-»©®$a a^oSK^oa&a g^glka) <5* aaqg^es®^ ^ 3d^£fc. 

‘aia ©*»$£&?$© ^©ta gsko&o 

aaa k» caj3Ka»is »s 
as ao°odao3 aoaS a«3c |sx®a aaoao> 
aac« aa^oa® a®aa 2 co hp&xx’ 
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Verse:34 


Tr. Now nibandha padam is being explained. It possesses yatis, prSsa, 

words following matrfi-ganas; association of a tala; it carries a certain meaning 
intended to express; it will be a skilled composition. It will be a beautiful one, 
its sweetness surpassing that of the wine prepared from the flowers of Bassia 
latifolia or even nectar. It has become famous in the world on account of TSllapSka 
Annaya, the preceptor, composing them. 

Com: Tallapaka AnnamScSrya is extolled as the preceptor of padam 

composition. It was Annamayya who. propounded the regulations of padam- 
composition nominally enumerated by Bharata as ‘pada-niryukta’ which is simple 
hymnodic composition . No one seems to have composed as many padams as he 
has, not merely in Telugu but in any Indian language. The excellence of his 
compositions is such that other padya-kavis can never hope to come anywhere 
near him. Language behaves like a ball of wax in his hands with maximum plasticity. 
His imagination is sweeter than the sweetest. For all these reasons and more, 

preceptorship of pada-composition is justified in his case. 

The words nibandha and nibaddha mean the same thing, ‘framing in’ or 
‘framed-in’. Music (g5na ) composed for popular taste in dgsi-ragas by a 
vSgggyakSra framing it in with dhatus like udgraha etc. and prabandha components 
called svara, biruda, pada, tSnaka, p5ta and tala is called nibaddha gSna. Such a 
padam, is nibandha-padam. 

In the commentary under verse 28 the regulations of £la-padam and their 
varieties as enunciated by the ancients have been extensively described. Here one 
or two instances of pada-laks ana as enunciated by the Telugu prosodists are 
touched upon. Vellaturi Linganamantri (1550-1600 A-D.) in his ‘S.A.V.R.’ othe¬ 
rwise known as ‘MSlaySdri Nrsimhacchandam’ has stated pada-laksana to this 
effect: 


‘Three smara-ganas comprising five laghus each succeeded by one 
surya-gana (for each line) with yati after two ganas (in each line) and prSsa both 
in the beginning as well as at the end of each iine, make for padam’ 
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The author of this work was a little posterior to our present author, Cina 
TirumalScSrya. Smara-ganas are kJLma-ganas explained earlier. They are bom in 
the third chandas and tryaksara-ganas themselves can become kSma-ganas. We 
have to prefix one laghu to those beginning with a laghu. We have to suffix a 
snryagana-either ‘na’ gana(m) or ‘ha-gana’(UI) to a succession of three ganas of 
five matras each in line. Thus the total number of matras for a line is 5x3+3=18. 
Caesura (yati) has to be observed after the first two ganas i.e. at the beginning 
of the third gana. PrSsa pertaining to the second and last letters of the lines has 
to be observed. The verse which gives this laksana is itself an example for the 
regulation. The note-worthy point is that this regulation is nothing but that of 
karnSta-caupada. NSgavarma the Kannada prosodist of yore, has given this 
regualtion under the category of raghata with yati after 8 matras. In Telugu, this 
composition can be taken as dvipada variety too. 

VSrtakavi RaghunSthaiah, (1660-1680 A.D) another prosodist posterior 
to the above one, gives padalaksana, in his L.D. to this effect: 

That shines as padam if each line is composed with sixteeen kalas 
observing yati and prSsa fitting with a r3ga and tSla. The pallavi and dhanyata should 
not fall apart; the verb should be fruitful; prasayatis and sama-yatis can be used 
and the composition should be in accordance with tala”. 


The purport is this: The word ‘kalas’ signifies ‘laghus’. The regulation is 
16 laghus for each line. ‘Dhanyata’ is another name for ‘upapallavi’. The verb 
should be such that it comprehends both the pallavi and upapallavi. The composi¬ 
tion with prasayatis and varga-yatis should fit in with a raga and a tala, being 
laya-pradhana (Laksanadlpika: 707,708, and 709) 

In this regulation only 16 matras per line is advocated. We hear about 
‘upapallavi’ for the first time. Raga and tala are mentioned. 

Again, Pottapi V£nkataramanakavi (18c) in the Vrttadhikara of his L.S. 
mentioned A.B. and S.R and spoke about padam to this effect: “So padams can 
be composed in indegenous language and Slas mean padams; three caranas go by 
the name of ‘khandikatraya’ (and there are) pallava and upapallava and (all) these 
are composed by ‘pa’ -ganas of equal number of matras each; these should be 
in accordance with suladis; these are clearly given in Sanglta Ratnakara etc. and 
in accordance with 6la-laksana given in Arjuna Bharata comprising of pa-ganas, 
rSga and tala in the way of music; and so these do not come under the domain 
of literary regulations and let it be so. (L.S. 3-427) 
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f This regulation does not fix the number of matras per line. It only speaks 
o ganas oi five matras each. The three caranas referred to as khandikatraya 
mdtcates tndhatukatva ’ of pada. ‘Pallavi’ and ‘anupallavi’ are mentioned, 
wapadam is enjoined to be in accordance with ‘suladis’ with r2ga and tala. By 
me time of this author composition of padams was considered to belong only to 
music and got divorced from literature. The number of words or units per line 
y the ancients as six (S.S.S.) and five (S.R) lapsed. Regulation of the number 
Ot ganas per line came and even that lapsed. Then came number of matras per 
line (16) and finally composition with pa-ganas of 5 matras each was advocated. 
1 tns is the gradual change that came over the composition of padam. The sanklrtans 
°t iaiiapaka poets contain generally three caranas with pallavi. Each carana is a 
vrttabandha in four lines. There are exceptions to this rule of three caranas. 


The sum and substance of all this is that there is no fixed number of 
either ganas or mStras per line in pada composition and that one can use units 
ot four or five or six matras as suited to a raga and tala, observing yati and prasa. 
Three caranas with pallavi is the more important part. 

In this context one can note the advice of N.S. In arya-vrttas the ganas 
are to be scanned for four matras each; in gltakas scanning is for five matras each 
gana or unit and since tala is important, in vaitallyas (raghata.etc.) it is for six matras 
each unit (Baroda N.S. 14 ch). 


1. nibaddham anibaddham tad dv£dha nigaditam budhaih 
baddham dhatubhirangaisca nibaddham abhidhlyate 
alaptir bandhahlnatavSd anibaddaham itlrTtam. 

(S.4-4/5) 

r2ga 2l2pa is anibaddha. 

2. the compound ‘mStranlkamul’is incorporated in 
between ‘padambulunu and tSlasangatulun’ 


The groups of mStras referred to relates itself to padams/ words in terms of mStra 
-ganas or number of matras on one hand and on the other, it relates itself to tala 
also, (vide commentary under verse 36). 

3. ‘akhyata’ means that which has been said. Applied to language ‘akhyata’ is verb. 
The verbal root with the tense particles of past, present and future, called ‘tiii-s 
is called akhyata. Its number and person will be in accordance with the subject 
noun. Here it is enough if it is understood as “ with a certain meaning expressed.” 
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verse 35 


TnThe components of a mbandhapadam, yati, prSsa etc., are being given. Assonant 
letters at the beginning and middle points of all the four lines are yatis (caesura). 
The second letter (of all the four lines) being the same is called prSsa. 

Com: The components of a nibandhapadam are like its limbs. If the text of the 

padam is its body yatis, prSsas are like its limbs that contribute to its fullness 
symmetry and beauty. 


Nibandhapada is composed in vrtta bandha, i.e. in four lines. A letter, 

. first ,! et , ter of each Hne shouId oc cur at the prescribed midpoint 
of the lme. This is called yati. Thus these are found in all the four lines Yati 
m each line is seperate depending on the first letter of that line. But the point of 
yati is the same in all the four lines. Middle of the line for yati is a general rule 
there are 18 mStras for a line, 8 matras give half its length or quantity. Then 
e first letter of the line and the 9th matra or letter of the line should possess 
assonance. In case the number of ganas is taken, similar is the procedure. In some 
places yati may be found a letter after the midpoint or in more than one place. 

vati k in tw' 1S th f restin S P°mt for the readers’ tongue. In Sanskrt and Kannada, 
yati is in the form of just a break (caesura) with the word ending there and another 

afth 1 ” 8 ? l f 6 ? eXt p ° mtJn Sansk ^ there is pSdSntayati too; a word has to end 
at the end of a lme and cannot flow into the next line. Pingalacchandas says ‘yatih 
sarvatra pSdSntg sl6k5rdhgtu visgsatah’. * y 

The concept of yati is different in Telugu. A break at the yati point is 
not so important as a letter assonant with the first letter of the line occuring there. 
For example 12th letter is the yati-point for s3rdulavikrldita vrtta. That means anv 
word commenced earlier should end at this point and another word start at the 
next point. In Telugu whether a word ends or not at the 12th letter, a letter having 
assonance with the first letter of the line occurs as 13th . Thus it will be observed 

“ “ the 5r 1 ? e f‘ Even in the imposition of a padam yati has to be observed 
at the middle of the line. It can also be observed in more places than one if so 
desired. Yati helps the sonorousness of the song by its assonance. 
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1. ©J3»& Scpcd XP'ZSoSyao -&*(So& ©ajjeSi 35»^So d£>a^>(a &otx>oS>. 

(a) ©-©-83-2? -(b) S^-6XO-£3ir B -a-«5 (c) 6 -&»-fc,-& (d) «9-Cbj©S^a «s*opa3 

SPOOLS cSb-3» ©5* dkG^a, sj»S<>cp»§ 6 5* <&>©■&>(©. (•) 3h»©^ 

ssayjo db© ■a>^© -s*(Soa a$©n® 60000&. °“ ” 

S-SP-K-30-^ 

■CS-'"5-C9* 

ap 3»8iSn» AoZSa. ata^co an»©» 

«-$-«-$ ““ 
«5”$”83“<{5-«$ 

0 S- 05 - 01 >* i(S*<S) 

^-^>-e»-«Sb-SSM 

cfio- 3 * 

S-W 

©-# 

a-C9 
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The second letter of the line is called prSsa. This also is observed in all 
the four lines, ‘prakrista varna vinySsah prSsah’ is the etymology given.lt helps 
beauty and rasa.The second letter in the first line must recur as the second letter 
in the second, third and fourth lines also. So prSsa is one and the same in all the 
four lines. In Sanskrt such recurrence comes under sabdSlamkSra. It is called 
anuprSsa. PrSsa is the same both in Kannada and Telugu- recurrence of the second 
letter. 


But there is one difference between yati and prasa. In yati the aksara maitri 
comprehends both the vowels and consonants. In prSsa only the consonant is 
important. That means recurrence of consonant alone is enough though it may be 
conjoined with different vowels. For example, ra-ri-ru-re can occur as prSsa letters. 
Yati is possible within the groups of letters shown though the consonant is the 
same in all: ra-rS-rai-rau; ri-r!-rr-re-r6; ru-ru-ro-r5. 

In pada composition pSdSnta prSsa (end of the line prSsa) also will be 
there. One way is to observe it at the end of two consecutive lines. It can be 
observed in all the four lines also. 

l.When words beginning with vowels are used the following groups of vowels are 
said to have maitri (friendliness, assonance or rhyming): 

a) a-S-ai-au 

b) i-T-r-r-e-6 

c) u-u-o-6 

d) a and S among vowels have assonance with consonants ‘ya’ and ‘ha’;vowel r 
has assonace with consonant ri 

Assonance among consonants is within the groups shown: 

ka-kha-ga-gha-ksa 

ca-cha-ja-jha-sa-sa-sa-ksa 

ta-tha-da-dha 

ta-tha-da-dha 

pa-pha-ba-bha-va 

mpa-mpha-mba-mbha-ma 

pu-phu-bu-bhu-mu 

ya-ha 

ra-rra(£akata rSpha written as £*9 

la-la 

na-na 

jfia-na 

These are commonly used. But there are many special types. 
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2. SJ*05 ®coj?i SPS^ 3'l5c»e»'3^. 

(a) SS^SS^oA A^^oiSo 3(ta>3»5<i3a 3^5* |>S3«»«soa. &S)#-a§c£> 

(b) (S°SS<i 6i5}3 ,, e»S5 (pSS&^S 3"eo&> (a^S^eoifcoa. 

(c) 3-«2»., &-S, J5-es, £5-$, $-d$, txo-8, ©-$-S e>Sa SSS^So ^SSojOjoft. 

sj^.ttSJ-'GP S^i^eo CPO'^'S^. sa^dkJSX^on 0 £Sj»Sej&13. 



2.Though it is said that the recurrence of consonant is enough for prSsa there are 
some special points: 

a) a consonant with vowel r is in pr3sa with the same consonant without vowel 
r. ex:-sukrta-sakiya 

b) a consonant conjoined with r£pha is in prasa with the same consonant without 
r£pha. 

c) prasa is said to exist between the following pairs and groups: 

sa - sa; 
sa - sa; 
na - na; 
da - dha; 
r - ra; 
la - la - da. 

There are many special points here also. The above are given by way of a brief 
introduction only. 
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Sn &r<>^63a)St3 ©3oi33ce5fo 

rc&SSi^c^' 

«^"®(O ro (wSSis500 e^«$0£3?t3 

SJ^iaPOito ^©333 &S8 3o©3333C§©cK35‘ 36 


3iAii ^pO ®*«^dSr»©3;3^3 3333SbC 
C3°««gO£i3 36o33 at$e?3ad533 

d&oSo £T°6£x>&> iT°c«C^2sSe» 

CSS^ s2C€y»a eoS’-ao^CPda bo. 37 


cr°ii t,g^ r SSX°|eSSi ©3333$1kb. "3o&> 3r®^©3 foCb^. ^vr»^ SST'^Sexi 
c^iSo. esOSSr*^ [&3©o. $i5©33©o£T 6 3©' , K3©3eS3oa. (36) 


2>&a& «r«^ldSs5® S’eSuO'i «p«o «?»■&&. S*So$* ^dc^ea© 

3o0o°dlr»©33 ©33303^ ‘ssrc* ©a ‘3$’ ©3 3o£o C3s»e»n» jas^&a^a. 


SF>£ii-«V3o&3 3a»£©3 «j®<pO^ ?beo3 Soj&dbs^oco. 34 33£o<§* 

S)S°e» ■3«J^ £?°<53oKeS3©3 33^«&3. ^g^tt 335©° &r 6 (©©33 JIT'S} CP<y»^ 
frP’Oj {SSoAoSssSoifcaja. 

37®(«$©33 roOioZcoZ&oZo JIT'S} 3lb} 3d5£o 3oe5S3}S3 3o£3oaoOoa3 
<Do£S3S33§*cr ,i a3? 3oa33}£f® JbS3©333^)©i^a Kej®©oo&333}, 3j"'|Sr»HCT 0 a3ofi 

33y\. SO l3o<3 3)$J°o&3 ©odaS* srO^da. g33g 3 oJ 5 o 3a®c©3 
wa^Spocp*©. * 

‘«S© (3fi^d5x«o’ ©3 a®©^ 3©3 ‘®®e’ 5go 33}oa. ft© 3^^PO°^eo 
iSa^aoSeoSo^cxo S33g ‘sr*©’ 3o3lka. ©SJtjdae^© 3?g3?fjg 

(Sda©^© ft© SPa^^a^iS)© s°©o Sf’esSa&oifcoa. g3oS ‘e^©’ 3j^a |30° 
3on» s°o3oao$l&a£>, ©°©Ol (l) s»©o (2 ) 3j»5o ( 3) (§c& (4) & 0 K 0 
(5) ^s»o (6) e°© (7) g© (8) ©aa (9) da© (10) 0;5 pso ©a 3a 
(ar»C34a©^'3j3 ©o3-»©3 33^£id3. SteStf* 3o33t5 5 3»sp£^C5°e» 3oS* 5 
©330%>^^c 5«©3. sjg^a ©*©3a^o s°©os 3oooaoaoa. 

&oKiSo<5* §"°o©Sj 33}5°«jO§ 3i3o SSyS’TSs'ejOS 3^«J°^3o 

60a. 3oft©o<Jf® (l) SJ^d^Soeo (2) 3^©s»©o ©3 s»©o 3oJads»©3 . 
3x°&s 3 sr>3oe'6g3©33 &,gao2ba ©st3 1i>5} 3r'a<5 6 (fo-qy3 e-g^so ©kuo§ 

3"^3S®©0 <§,£30. ©fiJ°Ot3 (g^CT 0 ©^ -S«|Soa 3J 75 ( g^S»eJ D ©3 &d5}&3©33^. 
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verse 


36-37 


TR: One matra is called laghu; two matras go under the name of guru; 

three become pluta; half a matra is druta. This is according to Bharata’s school 
(36). 


Measuring the time with tala kriya is called tala. That tala is of two kinds: 
‘m3rga’ and ‘d£si’ , following the traditions of Bharata and others (37). 

Com: These two verses speak about tala. In verse 34 tala is mentioned 

after mentioning matras. Here again matras and tala are taken up for mention as 
componets of nibaddhapadam. 

Can’t we consider this verse which speaks of gurus and laghus as related 
to prosody? No. There may be gurus and laghus or matra-ganas in prosody; but 
druta and pluta have no real place there. So both the verses are to be considered 
related to tala. 

The word ‘tala’ is derived from the root ‘tala pratisthayam’. Because glta, 
nrtta and vadya are enunciated in this it is called tala. It pertains to time factor 
as the time intervals in glta,v§dya and nrtta are measured by laghu etc. as also 
by the sasabda and nissabda kriyas. Ten vital factors, called pranas, of tala are 
enumerated: (1) kala (2) m3rga (3) kriya (4) anga (5) graha (6) jfiti (7) kala (8) 
laya (9) yati and (10) prastara. They pertain to the various modes of operation 

related to tala. The first five are said to be primary and the second five secondary 
just as in the case of pranas. Here the first verse relates to kala (time factor). 

The time we usally recon in our daily life and the time that comes for 
measurement in music are not the same.In music it is of two kinds (1) sOksma 
(subte) and sthtila (gross). The time taken by a sharp needle to pierce a lotus 
petal in a pile of hundred such is called a ksana. The following are the units of 
subtle time made up of such ksanas. 
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8 

8 
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2 

2 

&r»©s»©®e»: 

2 

2 

2 

3 
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<§^PCD 

-i 

oSSo 

OSPCO 

-1 

*& 

s^e» 

at % 

a)Sd«^0 

aSb^eo 

* 1 

3$ 

SOco 

« 1 

•Sifoa^Ko 


- 1 

«Sr5o|£S}iJo 

^ao^£bGPoo 

« 1 


{&>cr°eo 

- 1 

©5coS$) 

o&o^co * i 

foOo^) 

oScc^cd -1 

^«$o 

o&aSJjeo «i 

s°gd°e3o 


setoff® ®3a wossj*^ ®a32p<* 0 & s&s -3o&> \&,&><!x> l 

«SJ'[d «sc5 o«5aioSft) i32^tJ&o&. eseJ""^ 2 oJJco^eo, SS7'^o°J5^jdSoo, 

rb&>&5a&o£>. SiP>e&3©&o$)e» ^«JJW5 m<£o&. TboJ®i3€>* (1) «s^3|Oj«Jo (2) 

(d&ifo (3) ©&oS§ (4) fo&Jg) (5) ^<5o (6) S»gj>d5o ©3 €PC*> 

^5 iJ^o^/T 6 S^£orm>. -S*£PEo &>&>, 2S^ cFi^eo 

£)S SP&jS< 5*&$>. s»ay&5 cJ'&sgS* 6o£ £r>W* «3i^d&<3o, (iSjiJo, e&o%) 
Jiaj’JSi «907S°e» 2Sx'(iS'& JSj^coo. ibt3l (3*iJn»^D , >os»oo, fo&ex> 
4otJ»oa3. “* 

1 U 

2 0 

4 I 

es^^iSo &o& s°Sfr£So o°2 |&>5o 16 ©orpeo JS^ooo. SPt3£* 

ar.^f&ja' ^au&a. -|dSj«ao*js3^ «on*a$ 3 

«2C3 UO. a°«o<P 33} ©5»JJ) >Q°Ceao??> ^>ea A-C^Oo^SS 

S'tjs^oo (-ZoaZ)}^ 6 er>K 1 p^r^S^gbo s»oo s»d&). 


^>OAO 

(£b$o 

o5co2§) 
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8 lavas 
8 kSstas 
8 nimisas 


1 kSsta 
1 nimisa 
1 kala 


2 kalSs - 1 caturbhSga 

2 caturbhSgas - 1 anudruta 


The following are the sthula kala (gross) units. 
2 anudrutas-1 druta 
2 drutas -1 laghu 

2 laghus -1 guru 

3 laghus -1 pluta 

4 laghus -1 kakapada 


Since the verse says half a mStra is druta, two drutas make one mStra which is 
called laghu; similarly two laghus make a guru; three laghus a pluta. Among the 
above units (1) anudruta (2) druta (3) laghu (4) guru (5) pluta and (6) kakapada 
are the six that are called sadangas as the fourth vital element of tala :-‘anga\ 
Now , talas where guru, pluta and kakapada are used are no longer in use; the 
talas in use today have only three angas namely anudruta, druta and laghu. The 
following are the durations of utterance of short letters and their symbols: 


anga 

anudruta 
druta 
laghu 


No.of shortletters 

1 
2 
4 


symbol 

U 

O 

1 


laguu 

If orastara is done from anudruta to kakapada it yields 16 angas Only three oi 
them ar7sho“n above with symbols. Drutavirama takes three short letters. Its 
symbol is U O .The laghu that occurs in a tala generally signifies now the t ™ e 
Xn to utter four short letters (It is not the time taken to utter one short letter 

as we find it in prosody) 
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€P«So5a h& S»epa^ §”0,200 «s>3 3S^ado£>. #«§”©3 

Sg©"l ‘|2dk’ §6 fir°g£5g^e5®€£ Z&T*5?Q>fl > 3S^adoa. 37 SS 

£5£o£* ® 1 ! £(§c &><!> 6 S»o»^ §”o^tJ»St 5go SOSjoSSS 3S^adoS. -g* 

\Ic&’ (§°oS£o) wl3& Sga(§dk3 S^g^c&esS 3o5j Ss»eo. 30&>C5 3©«5* 
■SSy&<&£OOo7?> Sa^c&^oo Sga^dfc. ‘$P>0’ esot^Co. ^g«5* 

3t3g ‘SdSb^oo &PC° S3g(§ab. t>^ ‘(&>So’ «ou»fi3. 3 ccd SSOoo 
o°ot3a ^)^g[§d3o. 

-g-^^oo SJ- # g«r®c®©& ■3 o&>0s»€». (l) 33} 

«Sj^O (2) 3®33)0 (3) S^o^^g (4) SoS^j^g (5) 6d5o2 - es3 
5 ar»<^oj SS^adTS. S^S&>£ s Soft<5 S>gCo<3o’ ‘SoftiJS 

Sicft^Co’ S^Ss 101 ep>«n>oa SS^adTS. Soft&Cc^ggo^ 120 &Sgtr>v*f!x> 
3Spd3. bi3&* Co^gCgg ^C^c^ao 3L}3© ’SoSo 3s 3. -g*€r>-P»e§o 

foQioSco^o^d «cs»o5* ^o° So^y^iPe^ «?on»©> 33}ad"3. SSofo j>J> 

iS£o£* o SiOi ^SiS 0 ®^ *SS g^oo^T 6 dodS 108 a^o^Oo 
[d®v)&>e» 3S>}3 'tigSj 3#d3}3 1bS5i §”££ ^o»05 gS&Sa^. iO*SoS"$b8o 

3^3 o”«"e -&62 : (1 ) 3o3j§o (2) oNS^o (3) J&S (4) difc^o 
(5) 3^-00 (6) SSi€T>$ (7) 3(*5jd5 (8) 0« (9) (5'oaa (10) 03 
(11) s>d (12) fi»&> (13) 3»sg (14) ao$gOc» (15) 8j»eggcj (16) 
(I”o3ae5 (17) scgoo (18) w>s&x>ss (19) $© (20) 3(gs*g (21) 
go3*oS (22) w0£ (23) e©3 (24) SOg (25) seg (26) dSj’Sxjag 
(27) SsdSj'tfoX (28) c$ 5 (29) Z >1 (30) sscoesss (31) ao^| (32) 
gj^sg (33) £>g (34) Sid (35) spodsas (36) «s«>od (37)° gos*g 
(38) $od# 3od§ (39) «podS0 (40) esSSiT'Otf (41) gotSoSiX*©# (42) 
(43) «« C 44 ) 23)3 (45) wo (46) wdSx^g (47) 

(48) d&jg^o (49) «j» 43 cS3^t>g (50) 3t5g (51) dfc^g (52) 37*05 
gos°g (53) &>eSSj(5 2os°g (54) g>od gos°g(55) s®S£gos»g (56) So3*© 
(57) ©s^g (58) §*§© \bd$> (59) aesa$ (60) ©s^ (61) gioes© (62) 

SeS cpa (63) 33bg(Se < >© (64) g)^3} (65) a&gsa (66) a$v>Q (67) 
(68) sr>oar»©c&p>o (69) Si©3> (70) difc©g (71) sr*<3oK 
(72) <»©g©g (73) acs$© (74) gos*$©o (75) (76) sao^apd 

(77) JjoS , S^I &0 (78) &oS\3*£S (79) S>oS°Sod5 (80) e^^S.S (81) 
^Og (82) So3(a3^ (83) d5S&>g (84) So3 (85) cr>d3oo (86) SO 
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Earlier it has been stated that tala is measurement of time in git a, vadya 
and nrtta. The mode of measurement is called ‘kriya’. This is enumerated' as the 
third vital element of tala among the ten. The 37th verse says the term tala applies 
to measurement of time by talakriya. This ‘kriya ’ (operation of measurement) 
is of two kinds: (1) sasabda kriya and (2) nissabda kriya. Beating of time by beat 
of one hand on the other so as to give out a sound is sasabda kriya. It is called 
‘ghata’ or ‘the stroke’. Snapping one’s fingers is also ‘sa sabda kriya’; It is called 
‘dhruvam’. A mere waving of the hand one way or the other is ‘nissabda kriya’. 

Talas are of two varieties: ‘marga’ and ‘d£si’ . ‘N2tya sastra’ mentions 
five m3rga talas only: (1) caccatputa (2) c2caputa (3) satpitaputraka (4) sampadve- 
"staka and (5uldjghattaka. Sanglta Makaran ,.da of Narada; Sanglta Samaya Sara’ of 
ParsvadSva enumerate 101 talas. Sanglta Rantnakara gives 120 d£sya talas 
including two created by S2rngad£va himself. The angas for these talas are given 
by symbolic letters or ganas comprising gurus and laghus. In Telugu literature 
Palakuriki SOmanatha (13c) has enumerated the names of 108 talas prevalent in 
his time; but some names are different from those given by ancients. The names 
of talas given by SOmanatha are : 


l.cancuputa. 2.J2caputa (3) sadgita (4) utputa (5) mbcita (6) sama (7) sattraccheda 
(8) ega (9) bombada (10) eda (11) hada (12) g5ru (13)hadaka (14) bandhakarana 
(15) badakarana (16) krauncapada (17) sarakarana (18) 5sthSnamandapa( 19)phala 
(20)cakrav5ka(21 Jkalaharpsa (22)2rya (23) lalita (24) sarala(2S)virala (26)uiriS- 
“mandira (27)mattam2tanga (28)rathya (29)matthe (30) mudava (31) bandhama- 
cthe (32)rQpaka (33)6ka (34)mada (35) khanditatara (36)avakhanda (37)kank2la 
(38)khandita candaki (39)khanda varna (40) avighumita (41) kutilaghurnita 
(42)gosthi (43)ama (44) kaccana (45)Sna (46)adimStrka (47)taraksnaputri(48)u- 
dvlksana(49)ucc5vati yaksOlika (50) catika (51)yastika (52) purvakamkS]a(53)ma- 
nimikakankSla (54) khandakankSla (55) kavya kankala(56)pancali (57)bhmnaka 
(58)k5kilapriya (59)niravadya (60)ranna (61)kunjara (62)phaniraja (63)caturasra> 
dhara (64)krtyaccha (65)vidyadhara (66,)raktadhSra (67)uttamam5ru (68)tambuli- 
yana (69)malapu (70)utphullika (71)matariga (72)ardhakalika (73)saraswati 
(74)kanthabharana (75)misra (76)sammisra v a d a ( 77 ) S i m h avikrid it a (78) sim 
-da (79)simhananda (80)laksm!stana (81)mukta (82)panca^ rahrna ^ 3)d ^ r ^ 
(84) panca (85)c3yana (86) pari (87)prasakta (88)khura (89)visarakhura (90)uttura 
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(87) [332 (88) (89) -3»e*oe (90) 6*0 (91) SoOjpct (92) &Qo 

(93) (94) «agos»e» (95) spoaO (96) 45350(3 S>oe0 (97) 

2\3 ©o©0 (98) «9S3r»3 ,©oss0 (99) ©|3<S (100) ($53 (101) ex&> 
(102) iS35$(3 (103) ©|c»cSSr»t> (104) DVo£& (105) w&J&l (106) 
SC (107) (108) eoT^I (SodcPtPO^ 45§(& - 30^0 (320eao) 

"5)05 3©J53® -0* 4PC®o 3^0P3o «3©d55CP$5. ^^SSjco 33^3 
3o3ao3 SPt-3 «pon°eo 3e»&S*S35y 

«pO&055 n^So^ TScSo (J&vPOoCT 8 63^ «y°<r®e» £)&5. oPt3 "*>&>> 
ejo 7 T®eo |5o2S -$r t 3£5&5«S5"<3^. 


n»«o ~3>& ©oTPea 

(1) (^©iPCo 1011 

(2) 3i0$ K>l 

(3) opso 01 

(4) esoTb 1UO 

(5) (p;$)io IOO 

(6) «#o HOO 

(7) ©2 l 


0 »<we» ^(5, 3050(5 ^3o5* ~do&, 0s«e». -O* '3oaj-»SeJ>3 ©D^SslS 
%tk> 335o&. ©o(5 (Og^eib 2©J> ’to&xv jpodl^ vottsff*© 335oa. ©o£ 
3850(5»©35 2©S># Soto £S°(S 335oa. ©SwJjjSo 0~i3$ofi® 0eo335 SpOj 
Oo5* «»a 5 83*2,^ 7 iPgHa 7 X 5 = 35 0s*e» «pcoj75 . So-CSe&o^e 
©3<P©3. *” 

fi S Mft . ^&S> -SeoS SPjOeo K 5 O 5 Kea3o 

(?#5 3 «&o*«» 3/4 I 3 SJ^S'ASb 2(3«o <Docp© 

3*>S(5 ©355$ 4 «^cr>e» 1 I 4 3^& Oocp© 

©5(5 ©*55$ (3+4)? 7 «&tP©5 13/4 I 7 3j** 1& 6(305 ©cXP© 

©od ©355$ Z+& * 5 e^tPeo 1 1/4 I 5 &-*&-$& 4(3«5 ©ovP© 

Solo ©$55$ (344) * 9 ©&CP05 2 1/4 I 9 ©PO"^ 8(T&«5 <DoCP© 
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(91)paneab5na (92)harina (93)mSy2khana (94)5dikahk2na (95)khanjara (96)catu- 
rasra khanjara (97)krsnakhanjara (98)asam5na khanjara (99)lakkhavati (100) 
dhruva (101) laya (102)tanubhadra (103)lakkhanayana (104)vilambita (105)adi- 
matthe (106) vali (107) dhruvamatthe (108) jampe matthe .(PanditSrSdhaya 
caritra-parvata prakarana). 

Though the names are known their forms are not known. The angas of 
those that correspond with the more ancient ones can perhaps be known . 

In south Indian music there are seven tSlas in use today. Their names 
and angas are given below. 


Name of tala 

angas 

1 .Dhruva 

1011 

2.Mathya 

101 

3.Rupaka 

01 

4.Jampe 

1U0 

5.Triputa 

100 

6.Ata 

1100 

7JEka 

1 


TSlas are generally of. two kjinds depending on the value given to laghu. 
If the value is 3 short letters it is tryasra. If the value is 4 short letters it is caturasra. 
Other varieties arise out of these two. If trya&ra and caturasra are mixed we have 
a mi£ra jSti laghu whose value is 7 short letters. If tryaSra is added on to this misra 
and cut into two (7+3-10/2-5) we get a khanda jSti laghu with the value of 5 
short letters. If a caturasra laghu is added on to the khanda laghu we get what 
is called a sanklma laghu with 5+4-9 short letters. By c hang ing the value of laghu 
thus the above shown seven talas multiply themselves into 7x5=35 varieties. The 
details of the type of laghus are given below. 


Name of laghu 

Value in no 
letters (short) 

matras 

symbol 

counting 

1. trya’sra laghu 

3 

3/4 

l 3 

1 beat and 
count 2 fingers 

2.caturasra laghu 

4 

1 

l 4 

1 beat count 

3 fingers 

3.misra laghu (3+4) 

7 

P/4 

l 7 

1 beat and 
count 6 fingers 

4. Khanda laghu 
(7+3/2) ‘ 

5 

l‘/4 

l 5 

1 beat and 
count 4 fingers 

5. sanklma laghu (5+4) 

9 

2 l /4 

l 9 

1 beat and 
count 8 fingers 
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0*$o IxSbgLXiS* a3) a*g a«ju |3cfte» ST>C» ax»c3$ $3o5* Zoik, 
Os»e». ZS^|5dSie» ar°jtfo 3a^©aa<fc73^. 

a^giSdk: (<SiaSo. aaySc&gooon» So<Si3<5^ Se^lSdi^Oo «5o° (I5g5* 

©63£ "SdtlxjOo. 

affg^Sdfoos: 

(1) ae^cS : 3«a aaa^s&asi aaeoo 

(2) g^ : aaa>g) 3©a gi&ii^asa aaeoo 

(3) aa^a : ©53o* jSo&so ajgoa dcoj^pajo 

(4) ZTbQiSa : v&Zxtp 3»>a^ ^e»S©I aaQoo 

(5) ^so : ©©» aa©a3a (3«a> ajj8j-a>o 

(6) a cps : 3aa ib§ aa&o 

(7) a && : 'as aaoa 3aa (Soal 3a^o 


©ap^aitpaS ^asa>^ a*g|2dSi spg*©. ^«r>as (&>aga:3 a*g|2d£>, 
aas« ©3 a^o^cJSi spg*©. ©ot> zr'&th fca^o 3sa aa%. aab*©. 
5?a .'3 o^cpo s»©o ©%«fcoa. ajog ©a»$s> ^aga^ a*g|§ca>, ^a 
a^g^dk &*&€). ajjodS: ar»3-Sa ©aa>^o atyga rtfo a^aeaTP 
© ©a««3 # 35 Sftaoa ^«yj SS^oCP©. 


J&SottOjyaj -&« 352 a^Cao-iJ^CoS® ©©oS'CPoi gp>OjaPi3o. 

Snsa^aa a© a^espao «p«*jpao g©>fo®»o*. 6cpa»oo& (Soao^as ion 

(©ax>j§), (fi&isa* ©&os§> ©a»j§)) ©on»©j. &o*5^a ©a^ acfco^a»s ©a*^ 
©apsvto ©aj-ao o®aS 10 ©as®©** 4 - ” 

ao^as / Kd / a©H© / aoKao. 


(©a»a>) ((&>«so) (©a»$) (©a»j§>) 

ajeaocpcos* |2 ps 0 $o 6o^oa. s’espoaos* 5 ©ao*eo a>©„ 0 

60tJ,0 “- ^oac^ a*^ Agajoo®*'id^te. 
asfi^oaoe^ o^o* aga$©o. 5*©!*>oSo aa© ©aco^ aao W^o 
&ot«oa. a^poao aa© ©a©o aa© ^ago *o^oa. s^oea) 

©fifoa (sax^a: aa**^ sjc^ohd ®a^a»o ,ga>o<$4 

600 * 0 *. *4^ «r«^o*aa »jOo &2JX &otxo& ' L 
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The sasabda and nissabda kriyas in tala also are of two kinds: 

marga kriyas and desyakriyas Only d£sya kriyas are described below: 

§asabda kriya: It is called dhruvaka: A beat with the right palm on the left causing 
sound or snapping one’s fingers similarly. ° 

nissabda kriyas: 


1. sarpini: waving the palm to the left 

2. krsya: waving the palm in the left to the right 

3. padmini: turning the palm downwards and stretching the hand 

4. visarjita: palm facing downwards is waved outwards 

5. viksipta:bending the fingers of the hand so waved 

6. pataka : waving the hand upwards. 

7. patita: bringing .the hand downwards so waved. 


In tala, an anudruta is counted by the safcabdakriya called dhruvaka; for 
a druta it is a sasabda kriya dhruvaka and nissabda kriya called visarjita. It means 
a beat and then waving the palm backwards. It is equal to a duration of 2 short 
letters . For a laghu, sasabda kriya dhruvaka and nissabda kriya viksipta are used. 
That means a beat first and then counting the fingers starting with the small finger 
and one less than the value of laghu. ( The beat itself counts for one letter) 

Purandaradasa is said to have composed alamkSras for all the 35 varieties 
of talas with svara sancSra. Practising these is said give svarajnana and talajfiana 
to the student.For example dhruva tala has the angas 1011 (laghu, druta,laghu and 
laghu). Suppose the laghu belongs to caturasrajati then the alamkara will start with 


sa ri ga ma / ga ri/ sa ri ga ri/sa ri ga ma 
(laghu) (druta) (laghu) (laghu) 
and will have 10 rounds or avartas. 

The entire svarasancara can be written down based on the following 
principles: The first half and second half will have equal number of avartas i.e. 
> and 5 in the present case. The first half starts with madhyasthayi sadjasvara 
and the second half starts with tarasthayai sadjasvara. The last round of the first 
half will have tarasadja; similarly the last round of the second half will have 
madhyasadja. The svaraprastara in the first half will be in ascending note (arbhana 
) and that of the second halt will be in descending note (avarOhana krama). Each 
tala letter will be represented by one svara. 
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1. 33j?b5* &»exr°e fi*ao3S3 -^(§oa (Kogpeo S3 ocp&>. 

<a)€P*S3* [>ei(3&&g - «o£2»^pS' SOSj&JSoS*^ 3(©6oPd ^-CSjOo 

(b) CP7?>©®«OoaP>3jeS - ittSCjTko*5" £,6d£>oo<T S ^p6, 

3}p>3o L xxxxl - (1952) °~ 

2. ©35(3o4Pa7§ 3o®3>o, 3^oes3o, ©3^o, ©3joP?igo ©7$ "5>Cbs®c° 

6^. ^Si€T»a§ 3©<3i>o, &o3jSo, 5®£3x>, ©gStf®^ ©alkb. g$, 

(3^0, 3r°^s ©a ■&&. 0 ° 


3. 0500 ^ £3»d ( L ^$, aabe^a) 3&>36o-a <p«o ^a&oa. 

^(5, a«fcC5(jr®a K«fc©33j3ao-S §*3^ 3)€Peo ejdiPKifcoSo epfootPd&a 
5©34oo 33*ss'&>. bKQS* acSs 3)«Pex> 3&>>c3p> &C3»3»e»©j 

apoosuttoabap. “* ““ 


(l) (*$£{? X© (3 SSPjtJ© Ker>eo) 

37? CP. 


aiKo$, aalots, ao-a-cpajeo 


(2) K© (4 3P(5© Kepeo) - 5*350, 5*oSo, |33»0 cj g€>5, 

3 jd«oagco, s' 3 r»aa, ac&ao, (poaaao, gacpeacptsao 37? cp. 

(3) s>o3K© (5 3P(5© «CT»e») - (3Aje$, 5$C5K©, 333>ic£nP{5o, 

i&soo?? [3dlr*5o> 33^;p#o, ©c&>0»1p, ecft>3$P©, ©<J&>3*d, ''■3ioK£3j3\%y, 

3o£go 37?CPe» 


(4) a^fi© (7 3P(5e Kcp©j) - © 3 ©, 3i5§*§© 37? cr® 

SK3 j&3»©d c&^7T»;p<££ oP&©3o€Pcco. ©i&Peo «pt3S aouoOo-aa 0^4?®€3O 
50 33^0 (5o 3 qd3^iu3535. 
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1 .In Telugu, POluri GQvindakavi has written the following two treatises on tala: 

(a) Tala Dasa PrSna Pradlpika-published by Tanjore Saraswati Mahal Library. 
S.No.13 (1950) 

(b) Raga Tala Cintamani published by Government Oriental Mss. Library, Ma- 
dras-5. Series Lxxxxl (1952) 


2. a. anudruta is also variously called virama, vyaftjana, avyakta and anunasika. 

b. druta is also variously called valayam, binduka, vy6ma and ardhamatra. 

c. laghu is also variously called kala, hrasva, sarala and matra 


3.Depending on the jati of laghu the tala varies considerably. It is natural that 
certain vrttas are considered suitable for tryasra, caturasra etc. gati-s. Some 
examples are given below. 

1. trya&ra gati (ganas with 3 matras) Sugandhi, Vicikilita, Pancacamaram 

etc. 

2. caturasra gati (ganas with 4 matras) TOdaka, Tdtaka, Praharanakalita, 

Manigananikara, Vidyunmala, Ma- 
"nini, Sarasija, Krauncapada, Kavi- 
rajavirajita. etc.; 


3. khandagati (ganas with 5 matras) Sragvini, Tvaritagati, VanamayOra, Bhuja- 

mgapraylta, Padmanabha, Layagrahi, Lai- 
yavibhati, Layahari, Mangalamah3sri 1 
Dandaka etc., 

4. mi^ragati (ganas with 7 matras) Tarala, Mattakdkila etc. 

Different kinds of ragai^as are used in yaksagSnas... Those varieties 
and their talas will be given under verse 50. 
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Sh SSsJodSs SuoQZ'Zo aao8»a& aadka©e« 3 a cBo^o«Ca«oe»©& 
an&ovo 'Sd&fp d&aa 

Su "SxiO©iCj^S>^, 'SottiS 

dSja ■&<i'SSko, i^ddk&Kj ($»a, JSsoTb 
xabx <&& dboiJS, ap> *" 

i&>S>.&>$ s X oea »»(««•< atoJPoefaS - 33 

«r»nJS»oesj 3 S^a aaai 3 o»a§ wadki^aa a<Saa»©Si -iebaaots 
s f a 3 0 a 6^3-0, 3 o£<as«j>« aa^iWao, axn^^ao, 

wJuao adja »o 3 «o, ©to>^> aaen» «Sja awias^d «^k 0 
«?oao 7 P Aotjooa. 

sr>^iStogaa»a 5 es©n» 3 a dad(>a©a> o***©^ xr^aas ao»a§ «sacsasr> 
3 a «™>& ^ t>oaj xj^oj s^a ag^e*. 26 aa^oe* snoxsao*©) 
*6son» aa,joa wspo^jssj wo°eox» aa^a axaooo^ (3oaa>yDj) q>£ 
^e»7V» 3 d^aj. oS^S a»4o S^Son* 6o& *6cr»al qKfc^eib 3li gg; JS 
w^o^a srwoSa "igaj a^sr^aj. “■ °" 

JV e ^ ®°«° xa»acwH>. aas6o*as a^uoso <»3a (aoa&O 
®oa> 3 * cHb^sno. e^ti- •sjSW. *6o*as 

q°^© 5 aajoA*. «o3<3r-3a* «* 

e^cso jpt 3 ^ ^ar»a^o. v&t JSjgexxso Ja^aa aosaTx ©a a ^ar»aco 
©a aa^6c^ aa^ifcs^a a*p&> acopaa* ^ot^cfra 

(Rjwo. *6ao (flcp&tfajaojn*^ aaa£ (fio^ssrfkroso” &©swo. 

3-^*^ 5#<bsS ® S 35 ^ Ao^esj^ aoa L xoese ,^s 

Jh 6 oi 

L «oasc aao^a «3*o*eao»«& (a&srw«s>) a^aa. (1) 6a *to-o 

( ) S»<»o3o ( 3 ) ($bao ( 4 ) «>o <33 ( 5 ) e£*Ho. TbohiS 0 €J°jgCo A bt 3 a 
cpifc^eon* aSiN aasoaa sVaa: 01 

©j o 
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Verse 38 

Tr: The Pallavi appropriate to the component individual words of the 

aforesaid nibandhapadam is being given. That which comes at the starting of the 
padam is ‘udgraha’; at the second stage ‘mglapa’; at the third ‘dhruva’; next comes 
‘antara’ and after that, lastely, comes the beautififul ‘3bh6ga’ with mudra. 

Com. After speaking about yati, prSsa and tala as the limbs of nibaddhapadam, 
the author proceeds to say about the ‘pallavi’ appropriate to the component 
individual words of padam. In verse 26 the author, viewing the text of the 
composed sOng as its grossbody, spoke of the vrttabandhas ( the prosodical 
movements ) supporting the composition as dhatus: while he gave the dhatus for 
the body of the song there, here he is giving ‘pallavi’, suitable for the individual 
parts. 


Here we have to take note of a point. The body of a song is in a single 
vrttabandha or chandas. Bus that does not mean the dhatu also is one. Vata, pitta 
and §lesma these three dhatus are given as causes for the human grossbody. Though 
the three are different the dhatutva (being in the nature of humour) is the common 
factor. Similarly the prosodical inner movement called vrttabandha is the common 
factor in the padam. There will be at least three caranas (vith three different dhatus 
constituting the body of a padam. Just as the physical body is said to have been 
constituted by three dhatus the body of a padam also is considered to have been 
constituted by three dhatus. This idea underlies the whole thinking . The author is 
mentioning the five dhatus, udgraha etc., mentioned in works like S. R. 

Those that are called dhatus of a padam by the author are (1) udgraha 
(2) m£lapa (3) dhruva (4) antara and (51 ’SbhOga. §. R. deals with them in the 
following slokas: 
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(•foocp&c&iS 6 a 

O 

6CP^SJ»s (S^JSi <5(8 <35® ^epsg „ 

•w^K^© ^o-S (2^gsj£$eS<^tj» 
6C^S £$5^ zs* -&v»a Ss s ^ a> 

^ 3 * js^cjB^Ra^a-aj-. ^ 8 
($bsp$-W<5 a»s« 0Hfc«5« s ao»««. II 
3*fc a^all^s esj^ 

■£& QoQczv &&&&> jjjo H 

&i$5 S -&&G»G(! S >§- 

*1? ^ 5s# **r as^Po s^s^”,, 


V WW( ‘- vtf'j, *±-1/11 

A Sott*££*££&%»? 

e»^&. 3&>&>3o &sx ‘^a,«>j> - ~ ds «i 

c r L) ^ 

TOaJfL«^ •* was i » oS)is;io 

s-sac) £sos* &»<* x&s #s »«•«». a»»o% »s aSs 

®°«0, *se*»s«e» ©iSq^oTS ‘ M ^><> -* a ^ «MPl?»e5Sio. St3£f* 

33^2 ,«, s ■< x L _ ^?- [3sjoO»e>S 

j oS, ^ojSJSjoS, ^)ivr°'\CbS, ©oSsy®© cr°SS f '>*f-roih ~ _$ 

aoJ3o«on.&, ‘ays^S’ ea ’ ° e ’ °^ 2 ’ ‘ DSo °® l°w^ 

.A,^ .,, , " , «) L 3c&Oodi$ (&>oT°& [ok:o55 0 £T 6 gr“& 

«* ©^ **«*» 

<a8SSa ”’ ^“S* W eaudoa. 

^ ^ ** «otx5^ax). ©o»3 ^.Ko^S* i^gxq^es *fc 

tel scjsr J ^ " a ^° 6 - - si 
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‘Prabandh5vavav5 dhatuh sa caturdhanirupitah 
udgrShah prathamastatra tal5 m£l5pakadhruvau 
abh5gasc5ti tesSm ca kxamallaksm5bhidadhmah5 
udgrShah prathamObhSga state m£l2pakah smitah 
dhruvatvacca dhruvah pascSdabhbgastvantimO matah 
dhruv3bh5gantar£ jato dhaturanyd ntarSbhidhah 
sa tu salaga sudastha rupak£sv£va drgyatS 
vatapitta kapha d£ha dhSran5ddh5tavO yadha 
evam £t£ prabandhasya dhatavO dehadharanat 
tatra m£l5pak5bh6gau na bhav£t5m kvacit kvacit. 


(S.R.4-7/11) 


According to S.R. too udgraha is the first; next come the two, m£lapaka and dhruva; 
abhOga is the last; that which is woven between dhruva and abhOga is antara. Among 
these, udgraha is a meaningful name. Baecause there is taking up of the padam 
(starting /commencing) it is called ‘udgraha’.Because ‘udgraha and dhruva are 
made to join together the second is termed mfilapaka . The third is called dhruva 
because of its stability. Since abhoga means completeness, the last part which 
concludes the song called abhbga. Among these m£lapaka and antara are not so 
important. The fourth called antara occurs only in salaga sudaprabandhas-namely 
dhruva, mantha, pratimantha,nissaruka,ankatala, rasaka and ekatall prabandhas. 
As the text says ‘drsyat£’(is seen),commentator Kallinatha says that even among 
these antara can be woven only where ancients have done it. He clinches the issue 
saying since it is seen in mantha etc. it can be done in them and since it is not 
seen in dhruva prabandha it should not be done there. 


What is called pallavam (tender leaf) in musical treatises is Called pallavi 
in this work; of course we are also calling it pallavi today. But there is also a rSga 
called ‘pallavi’ among the desi-ragas well known in olden days, (a vibhSsa rSga 
).This has nothing to do with the ‘pallavi’ we are dealing with. 
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seso As® a&ad «pn®©&, a^a -d«a®d,j3)©, ©3s 0o®aon® 

SjdaoejoS,©,. £>©»a Ad (Sooq»e)So 3S^6kS^‘b do(ito»es^a & 0 S 0 
a,SdO\D SoS^dcPdS^'SjS So3ePO®^S§ (®30pS(fT®3), ©"£o iPdS^afcjojpoS, o°dP 
2cp0o 6o&. qS acbSrc® aar®;peo s®d£)S®S w£®Q$7®k.g Sepeo 3)er° 6otJ®ca>. 


fttf loS&DOCPCO 

So-lSewa'i 

2PC5^^Sood5o 

1. 6ep0p*o 

1. Sd^dcs (14) 

1. ©a®6 

2. ■&©®ago 

2. gdo (5) 

2. c3,2S,^) 

3. (&>a 

3. ©aa (5) 

3. ©odd 

4. ©odd 

4. a§oesa (10) 

4. 6£pode 

5. w£*Ko 

5. ai5s»cco 

—0 


(«&#£«SdiSS - ® gaod&gdo-da ©o"§eo tsdiPcPS ©odd $T®n®©S, £j-®-£)£®cq,.) 


Ad^o^o^ 0®«fc§©, 3dlr®o-paI 3oaa adflajoao'S a^cp©,. 5oJSot3 
do(6sy>d^ S}S 5r®d ((Stfdo) S© ^t^cn>©3. &e>€T® e*-fl ^cwJPdSco 
^ SByWPofi ^q^oa^a. d*a*a> d»o®&^©^ K^etss 

(SSo«o >c5®ecsoA® ajsoeesj. S®ua> zqx&v<z* acoadas^o cPd>s©^ao 
»a aa^say. ^a a®sKe;paoad, 3eB,x©ass»ds,. ^ 0 ag^n® ses, ©a, 

$ZQb$ig£ bS'a&QS* n® 6o3aS. &3®3®doSo €Pdd®gaPd aoldaeo 

cpK^&e&a trtgrtba^ ‘apd>’ S’oSatpa ‘o®^’ ff’dla^ds,. - ^ 
o©& o»«s^o ssj^dA 6oa* t^tSBoa^o ds^ om?»|»os^ As,. 
CP7T®©t>dk 3©S,a® «*7®OTK$> WiPS, 0©® d*3«P5* ajson® d©d&d5o. 
SW>S or®t3S> t,go®«i»S§ ap>£o3 S$8 o 'Sc&^oo S,©*jios»eb. ©odS>3d3 
dtb&>© ©0,Sd 3a>aJSx> a»d, SoAdS^o®^ wO^Sa jp#3d bS’SjO 
^ was se^oa^c. sp^ds,s®d>s3 o»db aj®sb;$)©> ao&,spcy2o<5* 
3 &j*ob»©. atf&.a ‘aj®d,’,-Ac3s,-a,a ‘o®d,$’ uoesr® gr®d)K©sPsaoa>3 
d3 ed&i Sfcijk&Pd’ Sgod 4 aa^ojga,. ©aaejoO^ ‘e,dks®d’7P apOoa. 

CT»dS,8xJS,s®i5 »3a s*o&a& cps^^ao^r 4 spifidi5s®abeo;p 6o&a s®dn®a 
£)&CSo ^oooo&. A 

>Sj®d£ caaep'A aoAd daagr>a fra^o. ^SpacoffViS q» c® 
^d»«^« S’oac; ds^o^e, §**&. assaa^ oas 3 . 1 ^ 

A 
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The dhatus that are mentioned as appropriate ‘paUavi’ for the individual 
words of the padam pertain to the svaras or musical notes. Just as they are enjoined 
in the case of gltaprabandhas they are enjoined to the stringed instrument vlna 
and following it, to the wind-instrument flute, as also the vSdya-prabandhas. The 

following are the names of dhatus in various branches: (These should not be taken 
to be one to one equivalents. Merely the technical terms are presented.) 


gltaprabandhas 


vina/vgnu 


VSdyaprabandhas 


1. udgraha 

2. m£lapaka 

3. dhruva 

4. antara 

5. abh6ga 


1. vistaraja(14) 

2. karana(5) 

3. aviddha(5) 

4. vyanjana(10) 


l.laharT 

2. yeduppu 

3. antara 

4. up3ntara 

5. muktayi 


Numbers in the middle row indicate subdivisions under each general head. 


In a gltaprabandha these dhatus are the musical notes, sa, ri, ga,ma,pa ; - 
,dha,ni pertaining to the musical element. In a stringed instrument like vTna these 
are the svaras born from twanging or plucking the strings. Sanglta s3stra says that 
dhatus should be created on flute also as is done on vina. 


Today we do not generally hear about these dhatus. It is the writing down 
of the notation in terms of musical notes that may be called dhatu kalpana. Not 
all those that sing can do it. It is something that can be done only by a few who 
are well-versed in musicology and talented. For example though the sanklrtan 
compositions of Tallapaka poets are a available on the copper plates it is only 
the matu (libretto ) that is available and not the dhatu (music ). Those copper plates 
contain only the names of the ragas; even tala is not given except in one or two 
places. Though the names of the ragas are known, we do not know how those 
r3g3s were sung those days. So it is not an easy thing to set them to a tala and 
the given raga. It is because of this kind of difficulty that the T.T.DSvasthanam 
authorities got only some of them set to music by scholars in music and literature. 
A v3gg5yakara (music composer ) must be skilled in composing both the dhatu 
and matu. Becuase he is able to compose the words of text that is matu and the 
music that is dhatu he is called ‘ubhayakara’ (one who~does both). This compound 
has degenerated into ‘bayakara’. For those who were appointed in royal courts 
as music composers ‘r3ya-bayakara’ became a title . 

Like literature, composition of music is a great art of sculptural beauty. 
Agaim-as in literature, here also some are conscious artists; some unconscious 
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£x>\£~> Sdi2oo. «5®£fia®s3g)«3b€^ ‘sPfjficPes&eS’ ©3a 33© S ^£0 

2 uo jSj^'SoSAo^. _ s®3 &SI esSiPn'ew ^SsF&Sb. 3®«>d®g 2 r »0 aoie > a©<5' 6 

&0(£> 6o<l5Pt5^ esfi a)^3aeP&0(d5, <yJ®S£bo(a, 

^SSbSbo^a £)3^r° 2*Sl3 <&otxo&. esePl^ Sd$o<5^ o®KCJ®<P®eu "SoiSo 

3 ^ a®rt«y°$&o(£, o»«o ap(i$o 33 u*r\&o[ts. h>azo ^63r®23a3oaoo'&> 

^O^fi© 0 ^ 8 ® 5 (a&8o7? JP&i2£f® 6o3l5 ^ ob®t3 a^{Sr*5o aie>$on® SodXdo&. 
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artists. It is a general rule that the composition of a padam should contain the 
‘mudra’ of the composer at the end . We know that the lines of krtis of Ty3gar5ja 
have the insignia, ‘tyagarSjanuta’. But exceptions are not wanting to this rule. The 
sankirtans of TSllapSka poets have no ‘mudra’ of their names. In a composition 
where there is mudra it can be any one of istadSvatS mudra, 5c5ryamudra, ksStra 
mudra, prabhumudra etc. Similarly if the names of the rSga and tala are 
incorporated in the text of the song it is r3ga-tala mudra; if only raga’s name is 
incorporated it is r3ga mudra . The utility of this is that if the r3ga and tala are 
those that are in use and wellknown, they can be known easily. 

Among the trinity of karnatic music, Muthuswamy Dlksitar is a conscious 
artist; among his compositions those without mudra are rare. Sy3masastry and 
Tyagaraja are unconscious artists. In the well-known krti of Dlksitar ‘vatapiganapa- 
tim bhajS’ composed in Hamsadhvani raga and Aditala the raga-mudra is found 
at the end as ‘hamsadhvani bhOsita herarpbam’. InSyamasastiy’s krti ‘himadrisutg 
patumam paradevatg’ composed in kalyani r3ga and Rupaka tala the raga mudra 
‘karimukhakumarajanani katyayani kalyani’ is there in the last line. Ty3garaja’s 
krti ‘mohanarama’ is in mohana-rSga. Among the Harikatha composers there are 
some who have given ragamudra and some cithers who have given r3ga-tala mudra, 
This method is limited to giving the names of either raga or tala of both. The other 
details are to be brought from elsewhere. In contradistinction to this, there is 
also the method of incorporating the muscial notes themselves like sa , ri, ga, ma 
in the compostion of the padam. 

Padams ,krtis , klrtan s and sanklrtanas are conglomerations of dhatu 
and matu. Matu is the compostion of meaningul words; dhatu is the compostion 
of svaras which means it is limited to the - seven musical notes , sa-ri-ga-ma-pa- 
-dha-ni. If these svara-letters are made to be common to both the compositions 
of dhatu and matu then they are called svaraksara-s. Such a musical compostion 
is called ‘svarartha prabandha or ‘svaraksara prabandha’ in classical treatises on 
music . S. R. gives its laksana thus: 

“yatra svar3ksarair£va vanchito ‘rth5’ bhidh!yat£ 
sa svarartho dvidha suddho mi.<rastaihssuddhamisritaih” 

(S.R.4-222 si) 


In literature it is given the caption ‘sarigamapadhanisalu’. 

In Telugu, Vinnakota Peddana in his K.A.C. (written between 1402.AD and 1407 
AD ) gives the following verse under the caption cited above: 
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ns sari pani nl sari dhani 
nl sari madhSri garima nl sarigSrl 
ni sari gS nigamSgama 
g5 sSrulunun jalukya kula visv6s5” 


The first three lines of the verse have svarSksaras; they are meaningful. 

Such groups of svarSksaras can be present in padams or songs both 
m their pure form as well as an indicative form. If sa ri ga ma pa dha ni occur 
as they are with the same vowel combination they make for suddha svarSksara 
samputi. If there is only rough indication of the consonant alone it is ‘sOcitasvara- 
ksara compostiion. The indications for svaras are given below.Eitherthe duplica¬ 
tion of the consonant or its combination with any other vowel does not matter: 


sa-ca,cha, ja, jha, sa, sa, sa 
ri-ra, ra (with trill) 
ga,ka,.kha, ga,gha 
ma,ma 

pa,pa, pha, ba, bha 
dha,ta, tha,da,dha 
ni,na,na 


SwSti Tirunal, Ramaswamy Sivan, Ramaswamy Dlksitar (father of Subba- 
rSma Diksita) are well known for their svarSksara samputi-s. Among the moderners 
BSlamuralikrsna’s ‘nl garima gani’a-isvarSksarasamputicomposition is worth mentio- 
nmg. One can say the svaraksara composition inTySgarSja’s and SySmasSstry’s krtis 
is only in the indicative mode. In TyagarSja’s krti l srIrSmapadamS nlkipa calung’ 
composed in AmrtavShini rSga-Adi tala the following svarSksra composition can be 
seen: 


pa da ni da ma p2, da m2 g2ri sari maps 
srl r2 ma p2, da m2 nl kfpa calune 
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‘padama’ is common to svara and sahitya. One can see both suddha and sucita 
svas,:ksaras in the krti ‘sanglta jnSnamu bhaktivina in Dhanyasi raga-Aditala: 


sa sa m3 (ga) rl 
‘bhrhgi natS sa sa mi ra ja’ 

One can see svaraksara samputi occasionally in SySmasastry’s compostion. In his 
‘rave himagirikumari’ (svarajati) in Todi raga and Aditala, the following can be 
seen: 


g3 ma pa ma da nl 

ka rna Ejs li ni 

ma da nl da ni sa da da ni da ga.ri 
ma di 15 ni nu sa da ta la cu koni 

DIksitar’s compostions have more of this kind of art. It is obvious 
composition of svaras as common to dhatu and matu has led to the composition 
of ‘svararthaprabandha’. 

All this pertains to gTtaprabndabhas only . There is a prescribed'method 
for dhatukalpana in vadyaprabandhas. All this is shown just to give an idea of the 
concept of dhatu howsoever inadequate it may be. 
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Verse 39: 

Tr- Pallavi (or refrain) convenient to the avayava padas of the song is 

being explained. That is Pallavi which, for purposes of correlating the meaning 
of padas into a single theme, stands linked up with ah of them and is repeated 
again and again at the end of the padams. 

Com: In verse 24 a padam is designated as both an avayavi and avayava 

(a limb or component part). Avayava means a limb like a hand or leg. Avayava 
padam should be understood here as carana of the song. That which has limbs 
or component parts is avayavi. It is necessary to understand avayavi padam as 
the total song comprising all the caranas. In the previous verse the author has given 
pallavi convenient to the individual words constituting the limbs of a nibaddha 
padam. That pallavi pertains to the svaras or musical notes. Even there if the carana 
is treated as avSntarapadam divisions like udgraha khanda, dhruva khanda, abhbga 
khanda etc., take shape. But we have to note that meanings of words will not come 
under the perview of consideration there. Here it is taken as a predicate of 
meanings. This predication may pertain to the meaning or-theme of the entire song 
or it may pertain to the meaning of each carana coming to a thematic terminal 
at its end. If the whole song is treated as a mahSvakya each carana will be like 
an avSntara vSkya. In the present verse the phrase avayavapada should be 
alternately understood as meaning the carana composed in vrttabandha in four lines 
as also the total composition of padam. (caranas individually once and collectively 
once) 


If the meaningful text (libretto) is treated as the limb (external 
protrusion) of the ‘g£ya’ (or ‘song’) then the corpus of the text becomes an 
avayavapadam. Pallavi correlates the meanings of the individual words in each 
carana into a thematic whole; similarly does it correlate all the caranas of the padam 
into a thematic whole. That is why pallavi is sung at the end of each carana and 
of the total song too. 
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For example let us consider a. song of Annamayya composed in 
Kambhoji rSga-misra triputa tSla. 


ela radamma-intirS va 

dgla radamma nan-neiinavSdu !(Pallavi). 

Paccani pulugula-bandimldanundu 
Paccavinti pinna-baluni tandri 
Paccani cayala-bSyani bangSru 
Paccadamugattina-bagainavadu- ela 1 

tellani pulugu pai-tiruga mariginatti 

tellani sati pati-devara tandri 

tellani parapu pai-teli poraluvettu 

tellani kannula-telivaina vadu !!51a 2 

kondavinti vani-guttagoninayatti 
kondukaprayap u-guturutandri 
kondala r5yadu-k5nSti timnnaya 
konda talanetti-gurutainavadu !!£la!! 3 

The meaning of pallavi and the three caranas of the song are to this effect: 

“Why my dearie! Why does’nt he come, he who has taken me up’’ 

-pallavi. 

He, the father of the boy that holds the sugarcane bow and rides the chariot drawn 
by the green parrots (Manmatha) and my beau that wears the unfading golden 
yellow garment” Why...(l) 

“He, the father of the Lord of the white Lady that roams about on a 
white bird (saraswati rides a swan), he, who turns to this side and that lying down 
floating on a white bed with his white eyes shining (pundarfkSksa reclining on 
Adi-sgsa in yCganidrS as pure caitanya or consciousness) “Whymy dearie.”(2) 

“He the father of the young girl who has won over completely the Lord that 
used the mountain as his bow. (father of Ganga who has won over Is vara) and 
he the Lord of Hills residing by the pond (puskarini) and who had become famous 
by lifting a hill (Govardhana) ” 

-“Why my dearie.’’ (3) 
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In the original song in Talugu the part given above as pallavi is in two 
lines. After that there are three carnas with four lines for each in the song. Here 
the devotee is nSyika (lady-love). God is nSyaka (the Lover). This is madhura- 
bhakti. The context is that of a lady, being in love and unable to bear the delav 
of her lover’s coming expresses her eagerness and anxiety to her close friend The 
first, the second and the third carana-s relate themselves with the pallavi expressing 
the apprahensions of the lady concerning the non-arrival of her lover. The song 
suggests the six qualities of supramacy nemely (1) ai6varya,(2) vlrya (3) ya§as (4) 
srl (5) jnSna and (6) vairagya. Pallavi has correlation both with the individual 
caraija-s as well as the whole padam. If one wishes it can conveniently relatee 
itself with every two lines in each carana. 

It is said that the origin and development of pallavi in music is an 
unsolved problem. TSllapaka AnnmScarya’s sanidrtanas have pallavi; some have 
anupallavi too . In the sanklrtana composed in rSmakriya rSga (rQpaka tala) 
‘bhaktikoladivadS ‘paramStmudu ’ constitutes pallavi; ‘bhuktimukti tanSyiccu- 
bhuviparamatmuduj’ is gWen as anupallavi. That means by the time Annamayya 
came ‘on the scene pallavi had established itself and anupallavi was in the process 
of stabilising. One can find pallavi and anupallavi in KrsnalflS tarafigini of NSrSyana 
TTrtha, at least a hundred years before TySgaraja. 

On reflection, one can see that the repetition basis of pallavi occurred 
first as repetition of laghus and gurus in prosody at the end of each line and later 
on became the repetition of words. We can examine four of the metres in Vedic 
prosody- gayatri, anustubh, tristubh, and jagati. 

Co.) In gayatri metre each line has 8 letters with three such lines in a verse. 
The 8 letters in each line can be divided into 2 units of 4 letters each. 
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U 

a 

gni 

ml 

15 

/ 

pu 

r5 

hi 

tam 

U 

U 

1 

u 

/ 

1 

U 

1 

U 

ya 

jna 

sya 

ds 

/ 

va 

mr 

tvi 

jam 

U 

U 

U 

U 

/ 


u‘ 

1 

U 

h5 

ta 

ram ra 

/ 

tna 

dha ta 

mam 


Mark the repetition of the pattern of laghu-gurus in the second half of each line. 




(bj^^Sjo&oS" 6 8 o 6otJ»ca). ‘Sag’Soa -S^^odSo 

grig &>l?‘&£o4) i §^2o escxooS. 


1 

u 

1 

U 

( 1 ) o 3 b/ a >( 5 ea/ SiSgfrg}/ S?_ 

ao 

a» 

90 

1 

u 

1 

U 

asfeS^O a^^ew/ Se^ao^/ db 


& 

o 3 j 


1 

u 

1 u 

(2) 3<3go ar°ep/ I20® ^3o/ a^^er>/ a 

car® a §r® 

1 

u 

1 

u 

-r>oS8. adjs/ ^sr® s^(^8/ a.^ slaj/ ao 

£P>0 

<5 

oJ®8 


~3x>£5l3& •sago. ‘3o£ 6 a ^Sg^a ^go. btS&as "Soass. ^r>oss 

ft . _ ftm i m ii f"J " 

d°a°o assc o&ofcCb^jo £,s3aoiT® & o£lso «SSoSo- essay. 

(cjgog ^S^Syoao^* d®o®£>I 11 e^g,a®a>ocS 4 d®a®e»otJ®cGi. j^cp^S 
Sa7»cS& Mcr°eo. 3SSfeo iw. #«(§oa 6S.3S.S^o(iJo ZJ-*tio&.- 

I u u 

a*' dk jst® 0®£ / ^asa^ / » © ^ 

I u u 

a ■& a «ar® / 5 u a* ;j» / ^ ^ j 

I u u 

cSSj 

I u u 

* ^ S. v / ®®^ S) e» 4 / a ar®o ^ §3 
(aoS^yiSotf* £®o»o<g e&o 2 §) fatten® S 7 » 8 aay) 
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(b). An Anustubh verse has 4 lines of 8 letters each. In secular Sauskrt it has become 
anustup-sloka. 


hi 

ra 

nma 

y£ / 

na 

pa 

trS 

na 




1 

U 

1 

U 

sa 

tya 

syS 

pi / 

hi 

tarn 

mu 

kham 

tat 

tvam 

pu 

sa / 

nna 

pa 

vr 

nu 



rma / 

1 

U 

1 ‘ 

U 

sa 

tya 

dha 

ya 

dr 

sta 

ye 

sa 

tyam 

m§ta 

/ 

pita 

jB8 

nam 






1 

u 

1 

U 

dha 

rm5 

bhra 

ta / 

da 

ya 

sa 

kha 

Sa 

ntih 

patnih / 

ksamaputrah 






1 

u 

i 

U 

sade 

te 

ma 

/ 

ma 

b-an 

dha 

vah 


Between the above two, the first is a Vedic verse; the second a secular slcka 
in .two lines. One can see the repetition of pattern of laghu-gurus at the end of 
the second and fourth lines. 

c) A verse in tristubh metre has four lines with 11 letters each. Each line has 
3 gana-s. The last gana or unit is IUU. We can peruse the following upanisadic 
mantra. 

I U U 



ya 

ma 

tm3 / 

pra 

va 

ca 

n£ 

/ 

na 

la 

bhy6 









1 

U 

U 

na 

m£ 

dha 

y2i 

/ 

na 

ba 

hu 

n a 

i 

sr 

te 

na 










1 

U 

U 

ya 

me 

vai 

sa 

/ 

vr 

nu 

te 

te 

/ 

na 

la 

bhyah 










1 

U 

U 

ta 

syai 

sa 


/ 

tmS 

. vr 

nu 

te 

/ 

ta 

nOmsvam 


(In sanskrt a laghu at the end of the line can be treated as a guru) 
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(d)83«& Sofia^ £pct>32 12 e&ip© S'SyS 4 a>*x>oij*ax>. d»n»J02 
JSaT*£& Kepe». 








1 

u 


1 u 

ifc 

3 

& 

* 

/ (S 

<s ‘Sr® «o /A 

CP 

ax> b.* 







1 

u 

1 

u 

a 

S 1 

a 

SP 

/ £P 

& $ 5* 

/ *_ 

3s 

a 

$T® 







1 

U 

i 

TT 

«$ 

3 

t? 

« / 

S S 

63r» a / 

3L 

5P 

a 

3» 


I U I u 

-*<»o«/a, ti># . (p , / _ a o, & ^ 

“Sfi ^ aa ^to S Lr4 , ^SS ) . S>0 ’° a0€< 

w “ ;*££• se4, a& *«■ 

0 1-ro «• wags***, ao-aja 

I u I u 

spo 3* / fi JT -a s „ . 

j / 90 ® <&>o / O ^ 

I u I u 

w 15® «s cssjo / a a a s< / k «< 

v. 9 * ^ ^ di) a, 

i u i u 

«» O»o a. SP 5 / j) w ^ ^ 

I U I u 

^ S* «■ 3 ^ / • $ rt «• 
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d) A verse in jagati metre has four lines of 12 letters each .Each line has 3 ganas 
or ujiits. 


I U i U 


tu 

va 

ma 

gn5 

i / 

pra 

tha 

mo 

Sn 

-! 

gi 

ra 

r 

sih 











1 

U 

1 

u' 

de 

v5 

dS 

v5 

/ 

n a 

ma 

bha 

vah / 

si 

vah 

sa 

kha 











1 

U 

1 

U 

ta 

va 

vra 

te 

/ 

ka 

va 

y5 

vi 

/ 

dmana 

pa 

1 

SO 











1 

U 

U 

a 

ja 

yan 

ta 

/ 

ma 

ru 

t5 

bhra/ 

ja 

dr 

sta 

yah 


One can find repetition of laghu-gurus at the end of lines as in the case of gSyatri 
and anustubh verses. This we may call ganavrtti. 


e) PragStha has seven lines with some made up of 12 letters and some 8 letters. 
In tile following verse we can see not merely the repetition of ganas at the end 
of each line but padavrtti also. 


yu vamsto me / 
5 £ra va yan / 
yu v3mha vy3 / 
yu v5r vi sva / 


bhir d£ va yan / 

ta iva £15 / 

I U I U 

bhi a ya vah , 

I U I U ' 

a dhi sri yah 


1 

U 

1 

U 

ta 

a 

svi 

na 

1 

U 

1 

U 

ka 

m3 

ya 

vah 
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IU I u 


») & *0 0 / * a *° 

i u i u 

0) S? <&>o 5$ / spo 3 JS c3r“ / 5 j» g c>£ o3? 

I U ! U 

£5 <$ 25 0® / Ip g caj cfo 

‘^gEa^o^’ 5e>55 S5o°eji7? wS 5£ C5p®S^. 

3oA3 gSPjggo oDeP 32^SP vP&gj zsK^g&eoS (^i.«. 1134-43) rooA<3 
nS7-»e3»sjcS^a -^soese^o^ Spg^j&a 30 A 3 ssod&^go (^|.«. 

1300 0®o.) S* gSaeu'^CST'jb SeP0s:o$53S5.d&o^ ‘3o6a ^S^er^oo 
0SPO-32S-&}. 'S^&pgj «5gq|^ 3oA3 es>S®£lk£P0 SKgjo^ ‘3oA3 257®CP&>e$’ 

03 <bsSo 3o.46 a. Sep 0ejo45o d®n»£§ ejg9KCT°e>£ 3Sa\ e 9 io> 3 a®r 3 geT 5 

eotx>^6, 

“3®253®£oi$ (pcir'fi£®g3\o spS^o C525o 33s 
SooJ 0 ^ S5<3 ;t» 2> SdliliJ® to 5gSr»8 
e>^73;3 0S»'<5ea &j&dSp>o{q«8 (pge^jp 

33pj3 C33J-9O0O AeP^eP^^^” 


w r 


'CS'oOJ' 

doSeoci 6£jSS. 








“6O^tPo0D BjdSso 0®^8 p ,3 S®£ 5 o KCT®Sj 
d®2S3®£o«5 0«SP»^8 3®£«5" Sespgj^o SdSo 33a 
SteSj-9^ ;p& »<5i)-aj9 to Sg<&r>8ii 

C3 

**'$£}>. 0s9^n aj&csiPo(tD8 (pso^ 
Aar» <> $333jddir>o(p> 7?c& -&epg^ <$‘SS~ii 


&25 

Cp 
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I 


vr ksa sea vi / 
pru s5 yan tg / 
ra the da sra / 


I 

U 

I 

u 

sva 

vg 

da 

sa 

vampa 

va 

yo / 

i 

U 

1 

U 

hi 

ra 

nya 

• ye 


I U I U 
hi ra nya yg 


Mark the repetition of ‘hiranyaye’ like pallava padas. 

Whatever may be the stand of S.R.regarding ela prabandha, the fact that 
some slokas in this regard of Jagadekamalla’s S.C.(1134-43A.D. 1 )’ are found in 
Parsvad£va’s S.S.S.(circa 1300 A.D) clearly suggests that there have been two 
schools of thought. Leaf 46 A. of S.C.(available at Varalaksmi Sanglta Akademy, 

Mysore) after saying that each line of glSprabandha has six ganas has the following 
slekas: 


“pSdasyante praySga syat pallava khyam ca dam tatah 
pallavSkhyg pad& na pi niyamo gana vamayoh 
angnaiva praka rgna dviityangrech prakalpana 
gltva tata stutl yanghri gltva mglapaka bhavgt” 


The above sl5kas are full of mistakes. These very sloka-s occur in S.S.S. of 
Parsvadeva as given below. 


‘udgrahgnghri dvayam prasaih pratipadam ganasca sat 
padasyantg praySgasyat pallavakhyam padam tatah 
pallavakhyg padg nasti niyamo gana varnaydh 
anenaiva prakarena dvitlyanghrgh prakalpana 
gltva tata strti yanghri geyg melapakd bhavgt 
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(tath3)p3dat'ray£ gltam £kam£va vidhlyat£ 
sa pr3s5 tha dhruvO gSyO varnya n3mn3 samanvitah 
SbhOgas ca t?t5 g£yO gatur n3mn3 virSjitah 
dhruvam gTtva tatO nySsah sarvailasu prasasyat£ 

(adhikarana4-6l5kas 130,131,132,133,and 134) 


Haripala’s S.S. (1175 A.D) is also of the same view. 

From the above we have to note the following points:In £13 prabandha 
udgrBha khanda is said to .consist] of two lines with six ganas each. At the end 
of the line gamaka prayOga is enjoined. After that pallava is to be sung. This 
pallava has no regulation of gana-s and varna-s. Similarly the composition of 
the second line too. It is clear that pallava occurs after the completion of six 
feet lines and gamaka. It can be clearly seen that the 12 ganas of these two 
lines are found adjusted as 5+5+2 padas in S.R.; the pallava that comes outside 
the regular lines is pushed into the lines themselves designating the last three 
pada-s of the first two lines as pallava. Those who find it difficult to believe 
that the pallava padatraya of S.R. fame have developed into the well known 
pallavi may not find it so difficult to believe that the pallava padas without 
restriction and outside the six foot lines mentioned by S.C. and S.S.S. have 
developed into the well known pallavi The pallavi as we know it is the 
composition outside the carana composed in vrttabandha in four lines. One can 
say that while the school of thought advocated by S.R. has lapsed, the one 
advocated by S.C. and S.S.S. has developed into pallavi. 

What is the basis to argue that there have been two schools of thought 
regarding £l3prabandha? Apart from the obviously different regulation cited 
above the important point that caused the different thinking was some people 

regarding £13 as tridhstuka and others as catuidhStuka. S. R. viewed el3 as tridhStuka 

/ 

Calpkya Som£svara, Jagadekamalla and P5rsvadeva belonged to the other school, 
treating it as caturdhStuka. This difference of opinion is recorded by KallinStha in 
his commentary on S. R. (Ch. 4-36S1). He wrote thus : 
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“SteT ~£o€r°£ a®ji5S 

3a»&g 0^3* $3o&8 &>«*&>. 3ifo<PifcSS$ Si^SK-qjoifc 
&ib$£U*£(5to'%£S*ti**Z* a»SPaffiP8'<p jjS^j CPjdSSSdSo ‘&o»ag 2 j-»3~ 

e<jro^3»” 

aopS^tfoS* 3 oSoSCT> 3 6otP<5i>3 SeSStfo 6o£iS3 ‘3o£iS 

SdSo £5fi0 KoSaS (5637®?{25 a 3 ©& oSaePSSeSaS «5*c5o^CP£SaeD ©ofcP03 £ 5 {j^ 

scsgo (*r>&3 §^s»al (4-3) (p&a sp^sp^ -s« ©o*o 6o&. 

d®0»o«^car>r[®aS • JsSS^to 3d£>3aeSj , tfon® S©a |2&on® Sd&> 

2l5o 5* 3»a JSaa& 3©S>3 SoSn® JbeafioaStoo d®CP»o«o? 

o cp 




‘CIS prabandhasya tridhStukatvam abhyupagacchatam Stani 
dvSda^apadanyudgrahb bhavantl iti matam. caturdhatukatvam 
abhyupagacchantah sOmeivaradayastvekadasSnamevOdgrahatvam 

uktva dvadasa padam mSlSpakam ahu rityaha’. 

It means those who wish to treat elapadam as tridhatuka consider all the twelve 
words or units as udgraha. Those who wish to treat it as caturdhatjuka, namely 
SSm5svara and others consider only eleven units as udgraha, calling the twelfth 
meiapaka. He is commenting on the sloka (ch 4-36) that says that in the third 
line there are only two padas and that there is no pallava (of 3 units) that 
at the second word gamakprayOga is to be sung and that it as called as 
m£l3paka by S5m£svara and others. 

The sum and substance of all the discussion is that the Pallavi 
enjoined without regulatory' restrictions after the gamaka prayOga at the end 
of the first two lines has developed into the pallavi as we know it today, 
acquiring some regulation in the process. 


